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RAGACIKITSA (MUSIC THERAPY) 


This book deals with the philosophical, historical, descriptive and 
experimental aspects of music therapy. Taking a close look at the 
eastern and the western perceptions of music therapy, it views the 
Margi tradition of musicandits Origin inthe Veda. 


Further explaining the archetypal, historical and living singer 
effect, with special focus on Rama, Krishna, Tyagaraja, Meera, 
Yesudas and Subbalaxmii, it discusses at length the origins of the desi 
(local) tradition of India with Matanga's Brihaddesi. Also, it presents 
an inter-disciplinary comparative study of both modern and ancient 
concepts of astronomy, Yoga, Psychology, medicine, music, 
philosophy and cultural heritage. : 
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Preface 


Wherever I go for lectures / demonstrations or speeches, people 
ask me either of these two questions. 


How a doctor/a pathologist can speak on these subjects? 


How do you find time for all these things, domestic and 
professional activities, writing books on very serious 
subjects and social work? 

| have been answering these questions for a long time. When I 
write this book, the first thing that comes to my mind is “I sing, 
therefore, | am,” a slight modification of “I think, therefore, | am” of 

Descartes. The very first talent a child develops is singing, cooing 

with tunes heard, may be that of a koil, or a lullaby which is ragaless, 

rhythmless, but rich in the bhava of love, compassion, creating a 

feeling of security, a feeling that I belong. | was a child, born and 

brought up in an atmosphere of literature, philosophy, poetry, film 
song, and socio-po ‘tical activity. I became a doctor only at the age of 

25. Till then, I was doing exactly what my predecessors /ancestors 

did. My first language is not that of a doctor/ pathologist in the 

conventional sense but, in an unconventional way, ever these 

activities belong to the realm of pathology. ‘Pathos’ and ‘logos’ for 
me are not merely diseases and its knowledge. The derivation of the 
word ‘Pathos’, and its actual meaning is not disease, but a rich 
expression OF bhava of compassion evoked by a sad event or 
suffering, and ‘Logos’ is vidya, both apara and para (knowledge and 

wisdom). And, in that sense, | am a pathologist when I do a 

compassionate thing, when I experience the bhava of compassion 

with a piece of art, or with a human being and try to learn the being 
and becoming by experience (own and others). That is my answer to 
the first question. 
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Coming to the second one, it is hard to answer, because I had 
learned the art of time management in the hardest possible way. 
Life, like music, is an ordered rhythmic activity, beautiful, yet 
totally non-predictable, since the singer, God may decide to 
apply some rare manodharma, change the entire course of the 
artpiece creating a new bhava and rasa. Therefore, the rhythms 
and patterns of life change, and we have to get adjusted to every 
new epoch, get the timeorder altered according to it, so that it is 
most enjoyable to us and to those around us. This self- 
organisation in life is made easy with music and I have kept a 
time schedule to do things in different epochs of my life. 


While I was 8 years old, our family had two deaths at an 
interval of 6 months. What is death? How does a person die? How 
do we come to the earth? These are questions every inquisitive child 
acks in childhood. My inquisitiveness about the secret of life and 
death led me to the disciplines of biology and medicine. And in this 
profession you are constantly aware of disease and death and its 


speaks are often neglected by the living as nonsense. But they are 
the most sensible things a human being speaks. When you are about 
to die and leave the world, only the true things are spoken. Many of 
these are belonging to the realm of ESP (Extra Sensory Perception). 
Music therapy is a field where the practising therapist will come 
across several such narratives, biographies and visions from the 
clients. They should be thought of and analysed, and 
compassionately handled, instead of saying that the client is mad. I 
had several occasions of such experiences and the death of my 
husband, and his near death experience three years before his death, 
gave me lot of insight into the process. Being a music lover from the 
age of 3 or 4,1 had used music for education, for putting children to 
sleep, and for cognitive, memory skill development. But the use of it 
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for a comatose individual to come back to normal self was for the 
first time in my life. It was a natural blooming up of what was in me 
as a lover of music that made this project possible, just like a flower 
blooms on a plant when the right time or season comes! I did not 
have the classical background of Indian music, but I had a pristine 
love for the simple soft music of our land and my curiosity led me to 
the deep realms of classical music, astronomical, mathematical, 
Vedic and Upanishadic traditions to find out the similarities or 
parallels in them and that led to this interdisciplinary approach. 
Being a doctor, and interested in quantum theories, it was not 
difficult for me to link the western and eastern ideas. But what is the 
use if I cannot give it to society? Unless the society is benefited, what 
is the use of an individual's knowledge? Thus, evolved in a hospital 
scheme for music therapy using Indian music, which is spiritual, 
and a university programme with recommendations for a 
curriculum. 


We cannot prescribe a music/raga like a medicine / drug. 
Music therapy is all about interrelationships, communication and 
narrative medicine involving compassion and love. I hope, the 
message of this book as that of love and compassion will reach 
out to everyone of my readers and through them to entire nation 
and the world. 


To become an educationist and to plan a way of life for the 
coming generations is no easy task for people who never have 
thought about the problems of the society and of education and 
its goals. For this activity, one may have to learn many arts and 
sciences, should have a loving mind, a sharp and extraordinarily 
receptive intellect, and love for nature and nurture. And one 
should have lived a model life for the students to emulate. In 
ancient India, every gurukula had a guru and a gurupatni, and the 
guru led an exemplary scholarly and personal life so that the 
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students learnt even the way of a good householder. Education, 
which I envisage for the 21* century teachers and students, is not 
for a sanyasi but for a normal human being living a householder’s 
life fulfilling all duties of the householder and achieving 
excellence in learning and in domestic/ professional duties; a 
good citizen of the world and pride of the nation, useful to 
society, nation and world, and above all, to themselves, to their 
family and to the institutions they work for. 


Bharata is the cradle of civilizations and in this ancient land 


of rsis and sages, Guru is equivalent to God. Guru and Sisya 


make a meaningful whole in generating vidya and upholding 
the traditions. Before they start a learning process, they chant 
together, “Sahanou yasa: sahanou Brahmavarchasam” (let us aquire 
fame and divine energy together). In the generation of 
Guruparampara for creation of knowledge, Guru is the purvarupa, 
Sisya is the uthararipa and their sandhi is vidya and their 


offspring is prediction (pravacana). Medicine being a predictive 7 


science, the teachers and students have to chant together, “let us 
be filled with intellect (medha) and by that nectar of intelligence 
let us develop understanding (dharana). My body and mind are 
healthy. My words are sweet as honey. Let all the ears hear that 
sweet voice of love. God is hidden in the cells of intelligence. 
Let my knowledge be preserved for posterity and propagated 
by the coming generations (of sisyas).” Then the Guru continues 
to pray alone: “Let there be more and more students in my care. 
Let them come even from distant places. Let them be happy, 
intelligent, disciplined and thirsty for knowledge.” 


Whenever an educational institution is trying to draw 
more students to it, apart from the curriculum and the 
syllabus, a feeling of oneness and a bond of love between the 
teachers and students is essential. The students, after leaving 
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the institution, nostalgically remember the people who have 
given them love, a feeling of security. A good educational 
institution should be a home away from home, and good 
teachers should be giving parental (motherly / fatherly) 
affection, love, care and advice (counselling). They should not 
be line policemen and women making life difficult for them. 
Children are always good. The only thing that they need is 
proper love and care, not to turn to bad things and company. 


We have to revive the old gurukula system of India where 
the guru is a father/mother figure and the Sisya is the 
son/daughter and in such a situation only one can give 
security and a feeling of belonging to the students and by 
sharing their happiness and sorrows the teacher becomes part 
of his/her training programme and of life. 


Only by creating such an atmosphere, we can make a happy 
place to live in and study and work. The happiness (ananda) or 
bliss is always associated with sat, cit (truth and energy of 
intelligence). Happy environment is the best for intellectual and 
physical work. Each and every faculty member should be able to 
understand this and create such an atmosphere in the college 
campus and each and every student should be able to respond to 
it by their natural instinct. For this the gurukula should have good 
and happy teachers, as well as intelligent and free individuals 
leading a dutiful and pure domestic life. 


Health, according to definition of WHO, is not merely the lack 
of disease. The mental, spiritual and intellectual health also has to be 
taken into consideration. A multidisciplinery approach including 
Ayurveda, yoga, classical music, Indian philosophy of life if 
implemented in universities and in medical institutions and selected 
villages, giving all the benefits of existence to the public in all their 
spheres of development and therapy through a musical medium 
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designated Ragacikitsa is a vision to achieve this result in the long 
run. The Gestalt Field Theory of Educational Psychology defines 


growing by the environment in the field in which they live, and 
stimulate growth in the field of their existence. 


India’s amendment on higher education policy under Act 6 
New Paragraph D reads: 


Ultimately, higher education should aim at the creation of a 
new society, non-violent and non-exploitative, consisting of 
highly cultivated, motivated and integrated individuals, inspired 
by love for humanity and guided by wisdom (UNESCO World 
Conference, Paris 5-9 October 1998). 


In the Preamble: society currently undergoing a profound crisis of 
values can transcend mere economic considerations and incorporate 
deeper dimensions of morality and spirituality. Higher education is 
to ensure that the values and ideals of a culture of peace prevail and 
that the intellectual community should be mobilized to that end. 
This book, originally devised as a basic textbook and guidebook 
for students of music therapy in India, has this broad goal to 
achieve. When I first started to talk about music therapy and its 
advantages to my colleagues, and to the public, I felt that I was a 
single tree, trying to dance and make music and rhythm in a quiet 
forest where the other trees didn’t mind whether there was music or 
not. I had been used to a silence within, which is akin to 
nothingness, death, or as an absolute existence of God which is bliss 
incarnate. That silence was 4 Bardo, and as a British saying, “an 
angel's time of passing by, the Ma of Japan, or the space between events”. 
The silence between the two lovers, between Radha and Krsna, the 
most intimate emotion unfathomable and sweetest, the Pralaya or 
deluge or timeless existence in the Present. That silent phase had 
slowed down the pace of my music and emphasized the word 
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(literature) in me but those words even came from the silence, 
highlighting the quiet intensity of the singer’s voice. Silence begins 
within the inner space before the first musical sound begins, ends 
within the space after the last musical sound has _ finished 
resonating. The Indian sciences call the silence as Anahata néda. 
Tantra calls it the Para, Pasyanti, and Madhyama stage before Vaikharih 
(heard sound). The visions, scenes, dreams, Jungian archetypes in 
music and their healing properties have been much discussed in the 
west recently. The listener and the singer have two different 
personalities and different roles. Similarly, the therapist and the 
patient have two personalities and two roles. Yet as human beings 
they are equal in many respects (Kimmo Lehtonen Healing 
metaphors on music. & 6" European Music Therapy Conference in 
Finland, July 19 2004). That is like the Bhakta and the Bhagavan in 
Bhaktisampradaya, the jtva and the Paramatma in Vedanta. 


Rika Ikuno (Voices vol 1 no:1 April 20. 2001) says how in 
apan the term Ongaku Rhyoho (music therapy) is used and how it 
is used for Fukushi (social care and welfare extending to every 
member of society, regardless of economic status) and how this 
created an upsurge among the youth and the old alike. When 
such a movement is created through musical awareness, public, 
political and civil support is gained, educationists are attracted, 
music appreciation and culture enhanced, and preservation of 
national heritage and values results along with welfare activities. 
In my music therapy programme, which I call Ragacikitsa, this is 
exactly what had happened over the years, and now I find many 
trees around me reawakened and making their own dance to the 
breeze. The forest is no more silent. 


Fukushi is social work, social welfare policy for handicapped, 
elderly people, etc. It is for alleviaton of poverty and misery around, 
using music as a tool for human growth, healthy, natural and social 


16 






























xvi | Ragacikitsa 
change for total transformation of community and nation. It is: 
reducing the exploitation of society by undesirable elements, 
search for an ethnic identity in modern society so that the diversit 
of religion, creeds, castes, political parties and sexes will be rep ace 
by a national feeling (In i ) and that of humanity. se 
Since Indian culture and value systems, concepts and th 
music systems are entirely different from the West, it is n : 
advisable to give Mozart or Beethoven to the common man fc 
- therapy. The Indian music (North Indian and South Indiar 
should be used and Ragacikitsa aims at such a programme. At th 
same time, the Indian student of music therapy should know th 
developments happening in the West and in the medical researc 
and hence literature survey, sometimes quoting whole articl 
have become necessary (as a textbook for music therapist 
musicologists and students of music therapy and for doctors). is 
If viewed in this sense as a transformative research, m sic is 
not only a spiritual activity but also a socio-political activity. The 
world goes round by love, energy, materials and wisdom. The 
research scientist is therefore bound to provide a W itte r 
document showing what he/she did, why he/she did it, how 
she/he did it, what he/she learned from it, and how It is useft 
to the society and the world. For me, life is the sum of all the 
research processes I have done and more than the sum of it, 
enriching my experience and thought process. Whether it is 
astronomy, music, history, anthropology, poetry, Veda n¢ ) 
Vedanta, Gita, Upanisad, medicine, literature, philosophy - 0 , 
sociology, psychology and yoga, I try to compare the East and the 
West, and accept the good points from each of the branches of 
knowledge I come across. Each is a river enriching my © ind’s 
fields with greenery and each confluence in the Blue Ocean © 
my consciousness, which I call my Krsna. In my eternal waiting 
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in silence for my Krsna, who is Love incarnate, my consciousness 
as a blue lotus of the valley blossoms and my thoughts grow 
from an ugly duckling to a beautiful swan. My long and fruitful 
delay in merging with the golden blue ocean of Krsna is an 
experience sung and immortalized by Meera, Tyagaraja and 
many other Bhakti poets and seers of India. When I write this 
book, I have presented the recipes from all these branches of 
sciences and arts, which I have collected, experimented and 
tasted like a honeybee. But ultimately like the honey in the 
beehive, the rasas of the different sciences and arts have become 
one in a sweet advnitarasa, the rasa of musical experience. 


The potential users of my observations and experiences can 
repeat the experiences in their lives and surroundings, and 
evaluate their own experiences in comparison to mine. This book 
is both science and art. Logic, clarity and precision are needed for 
science. Originality, freshness of experience and sincerity of 
purpose with compassion are needed for artistic works. 
Ragacikitsd preserves or tries to preserve both and introduces art 
into medical science, and medical science into the art of music for 
social change, and for creating employment opportunities for 
thousands of music students, and for healing the needy, and 
developing the younger generations of citizens, for world peace 
and preserving the heritage of India for the entire humanity. A 
pinch of salt (science) to humanities, and a pinch of sweet 
(music) to science make samarasa (equalization of taste). 


Human experiences (musical experiences called the MLP or 
musical life panorama), creative thinking and language of love and 
peace act as positive communications to individuals and society. 
According to Claude Levistrauss: “If you know the consciousness of 
a musician, you know everything in the universe.” In RSA lecture 
series (12 April 2000, Paul Robertson), music is said to be the most 


18 


xviii | Ragacikitsa 


intimate journey into another person’s personal world. When a pan- 
Indian collaborative research project for healing and alleviation of 
pain of society through medium of music was planned, I 
experienced this to be true. 

Communication in Sanskrit is samvedana, vedana is pain. 
Music takes away the pains through samvedana and is an 
anesthetic, but it is the most aesthetic of arts. It communicates at 
a transcendental level and superconscious states of aesthetics 
which we call the laya yogam or nadalaya yogam. The pun of 
samvedana/vedana and aesthetics/anesthetics is interesting. For 
this to happen at least two people are needed, one is a singer and 
the other is a listener (in music), one bhagavan and one bhakta (in 
bhakti sampradaya), one man and one woman (Radhakrsna, 
SivaSakti). Veda calls this a mithuna. It could be a guru and Sisya or 
a parent and child or any two people who love each other. 
Language and music have to convey an idea, a message, an 
experience or an emotion. They have to touch a listener /several 
listeners /readers to attain the fruits of research. 


Who is touched, by whom and by which (whose) music? Is 
that a child or an adult? Literate or illiterate? Expert or layman? 
Intelligent or non-intelligent? Healthy or unhealthy? Scholar or 
non-scholar? Speaking the same language or not. All these 
questions and answers are important in music therapy. There are 
individual variations for selection of raga and music. 


Creativity is like a flower, natural to a plant. Every human 
being is creative. Only the degree of creativity differs. Flower is 
beautiful and natural to plant and bears fruits and seeds for next 
generation. Even a poisonous plant has a beautiful flower. The 
outcome determines whether it is dangerous to society or not. 
Both the values and qualities I want to communicate to the 
society as a listener and the values and ideologies of the 
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singer / musician are therefore important in the context of music 
therapy as far as I am concerned. Therefore, when I take 
Subbalaxmi and Yesudas as sheet anchors this also is taken into 
consideration. 


The sustained Yesudas effect he had made on Indian society 
tor 44 years and the MLP of mine are given in the book “Without 
a Stumble” (Nalapat Books 2003). MLP works with the emotional 
meanings of experiences, events and memories that are 
connected with music in one’s biography and it can be used in 
verbal form (talk about music) and in active form (conducting 
improvisations together). MLP gives opportunity to pay proper 
regard to both aspects of how to combine psycho-therapeutic and 
socio-therapeutic work. Life panorama is a word which comes 
from the biographical work in integrative therapy. From the 
present we look back on the whole wide panorama of our life 
development, back into the past and forward into the anticipated 
future, in order to understand ourselves in our identity, in our 
life in its entirety. In the course of that process, we look at 
individual stages of life, but always pay regard to the social 
context and the time we grew up. 


MLP emphasizes experience with various kinds of music 
that have taken an emotional significance during our life. The 
effect of music is always dependent on context and mood. It is 
linked with emotional events and periods in our lives and 
releases the memory and the feelings that were linked with 
specific situations and events in our lives at that time. 
Recollection of emotions in tranquility, with the aid of music, has 
an important role in music therapy. If a client remembers his/her 
musical life panorama, it inevitably brings her/his story to life. 
This helps us recreate the awareness of musical healing 
experiences which had been forgotten due to various life 
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situations. In integrative music therapy, it has an active 
improvising component also. The process is a theragnosis 
(therapeutics and diagnosis together) for the music therapist in 
an informal way. 


Music as Nadabrahman is the key to my spirituality. Listening 
(Sruti as veda synonym), memory (smrtt), cognition (bodha), 
science (Sastra), arts (kala), concentration (Sraddha, yoga), absolute 
bliss of ecstacy (laya/ samadhi), perception ( dargana), sound, name, 
chanting (nada, nama and mantra), light and form (prakasa, riipa), 
colour / pronounced (letters) (varna and dhvani) are studied with 
comparative Eastern and Western concepts, scientifically / 
aesthetically, synthesizing ancient and modern thoughts and its 
natural powers (sakti) merging 1" the Siva concept naturally. The 
balancing of Sivaéakti, Radhakrsna, Brahmaprakrti, yin yan ot 
seemingly opposite ideologies for a peaceful and happy 
coexistence, in a physically, mentally, intellectually and 
spiritually healthy environment is my Maha-advnita of existence. 
Spiritual health means the satisfaction of the highest intellectual, 
moral and aesthetic capacities, in this context. 


Though primarily devised as a textbook for music therapy 
students, this is an interdisciplinary comparative study of both 
modern and ancient concepts of astronomy, yoga, psychology, 
medicine, music, philosophy and cultural heritage of humanity 
and is for the total human development and national integration 
and global peace through Indian philosophy and music. Because 
of this, it will be useful not only to music therapists and 
musicologists, but also to every individual on earth who cares for 
a peaceful coexistence On earth and who values Love as God. 
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Key to Transliteration 


Vowels and Diphthongs 
a a z u w e 
aT a 7 a v ai 
S i nc r At O 
cy I He t at 6 
os | at au 
Consonants 
Gutturals Palatals Cerebrals Dentals 
cy ka aq ca z ta aq ta 
aq kha cay cha 3 tha q tha 
T ga FT ja s da q da 
I gha a jha g ra a dha 
= na a fia é dha a na 
S tha 
| v na 
Labials Semivowels Sibilants Aspirate 
7 pa aq ya aq $a rf ha 
| Fh pha 7 ra q $a 
a ba a la a sa 
F bha q va 
| q ma 
Conjunct Characters 
et ksa a jha and others similarly 
Anusvara Anunasika  Visarga Avagraha 
o. af ee oe es ee s ’ (apostrophe) 
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The success story and glory of Adigankara is echoed in the loka, 
Astavarsa caturvedj 

Dvadaése Sarvasasthravid 

Sodasi kritavan Bhasyam 


sciences, by 16 finished all his commentaries and by 32 became a 
munt). Muni means one who is silent (Sankara attained samadhi at 
32). 

The practical side of Advaita way of living is echoed in the Sloka, 


Geyam Gita, namasahasram 
Dhyeyam Sripati ripam ajasram 
Neyam Sajjanasanghe cittam 
Deyam dinajanaya ca citam. (Sing Gita and the 1000 names of 
God, meditate on the beautiful form of Sri Hari, enjoy 


and Sakta upasakas and is the advaita of God-head. Being a 
mathematical / astronomical / aesthetic / cosmologicai / 
geometrical construction of the multiverses, the contemplation of 
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its nature makes one a sarvajfia The last two lines speak of the 
way one should live in society, in an ethical, moral way. It is the 
practical side of the Philosophy of let the entire world be 
benefited by the knowledge aquired and be happy and blessed. 
One should cultivate contacts only with good people who follow 
dharma. Avoid all others, since it may pollute your value-based 
living style. For the upliftment of society/nation, for your 
fellowbeings and for the good of the entire world, give away your 
Possessions (vittam) to those who need it (lack it). 


Possessions are of different types. 
Table 1.1 


Vittam (possessions) 


Food, |House, i 

Drinks |Architecture|Fields, Animals, 
/vastu 

etc. Servants 


Give these to those who lack it. Of these, the most important 
possession is vidya, because it is the most difficult to acquire and 
the rarest of the rare jewels. The Guru who gives his vidya to the 
needy (the students) is the greatest of all the almgivers. The 
Guruparampara is the most sacred for an Indian disciple. 


The value of Sankara as a world teacher lies in the fact that 
he found the unity of all creation. In all the four centres of 
learning, Sankara established Paficayatanapiija. Why should an 
Advaitin do piija for five deities or for five faces of the same deity? 
If we look at the five deities, we get an answer. 


Aditya, the sun, the lifegiver for all creatures on earth, the planet 
on which we live and enjoy life. The energy centre of the 
solar system. We, human beings, depend upon the sun 
for our energy and for our intellect, emotions, and our 
very life, arts and sciences. 
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Ambika, the mother for both an individual child and for 
everyone at a cosmic level. The first nourisher to give us 
sweet milk to survive, alongwith her unselfish, 
unsurpassed love and care, our language, our lullabies, 
the first rhythm of her heart beat as 72/minute (or 72 
melakarta raga), is our first Guru in life. 


Visnu, the male/female principle who incarnates in different 
forms to protect dharma on earth. He takes the form of 
Dhanvantari, the one with the nectar and as Mohini, the 
one who gives nectar to the devas (the good) and begets a 
child from Siva to protect the world. The single 
omnipresent, omnipotent principle within everything, 
everywhere and in all times the brother of Rajarajesvari, 
the Mother. 


(According to Bhagavata, he took 22 incarnations and Krsna is 
the 20". The 22"4 represents the Sruti number and adding the first 
two (Brahma and Rudra, the half male half female trimarti 
combinations) there are 24. And the source of Brahma (the 
mahdayoni) included 25 (5X5), the square root of 25 being 5, it is 
the beautiful world of creation, the cosmos and the living, non- 
living things on it. 

Gananatha, the leader of gana. Gana is a people in the social 
hierarchy of India. One who leads a people, protecting 
them and their culture, removing the obstacles in their 
path, the protecting guardian of all arts and sciences and 
vidya, the aid to the scribe (like Vyasa). He is the son of 
Vidya or Rajarajesvari. | 

MaheSsvara: if Ganandatha is the yuvaraja of the people, MaheSvara 
is the emperor of the entire world of Vidya, the consort of 
Rajarajesvari. The one with his five faces teaching Veda, 
philosophy, music, dance and other arts and sciences to 
his disciples, children, through their mother (gurupatni). 
The yogi and Guru are par excellence. The emperor of the 


25 


4 | Ragacikitsa 


multiverse, who cannot move even a finger without his 
éakti (as the Indians call the mother). 


In this way, the energy source, the mother and father of the 
universe, the male/ female principle rolled in an advaita, the 
family of Guru as protector of the entire people and culture, this 
is piija to the domestic life of the Guru and Gurupatni with all the 
disciples, children and aides in the household. The household of 
the Guru is identified as the household of God, the householder 
of the universe (Trilokigrhasta, the householder of all the three 
worlds—Sankara calls Visnu in his Visnubhujarigam). 

Since this is a research into spirituality and advaita of music, 
music therapy and the Melakarta raga scheme, for me the 
Adoaitaparampara of Sankara is very important. According to 
tradition, this sloka shows the guruparampara of Sankara and his 
disciples; 

Narayanapadmamukham vasistam 

Saktim ca Tatputra parasaram ca 

Vyasam sukam Goudapadam mahantam 

Govindayogindramathasya sisyam 

ériéankaracaryam athasya padmapadam 

Ca hastamalakam ca Ssisyam 

Tam thodakam varthikakaramanya- 

Nasmadgurtin santatamanatosthi 

Sadaéivasamarambham Sankaracaryamadhyamam 

Asmadacaryaparyantam vande guruparamparam. 


In Daivaparampara, Narayana and Sadaéiva are considered 
as one so that there is advaita of Visnu and Siva. In the 
Manavaparampara, Suresvara (Mandanamisra) and his wife 
Sarasavani (Ubhayabharati) were the ones who continued the 
parampara at Sringeri near Thungabhadra River where the old 
Vijayanagara Empire was established. SureSvara is the only 
ankara disciple who lived with his wife (gurupatni), 
considered as the incarnation of Sarada, and the Saradapitham 
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in Sringery further signifies the female/male unity of 
Godhead. The old system of Gurukula was lost with Vyasa, 
since his son Suka established a brahmacarya order. The 
Sringery pitham was a reestablishment of the highest model of 
the old Grhastha way of practising advaita as Yagiiavalkya, 
Vasistha and the other great Upanisadic rsis did. It was in this 
pitha, Vidyaranya became a guru (Sankaracarya) and it was he 
who had given us the names of the melakartaragas as We know 
it today. He is the 128 descendant of Suresvara. In this light, 
my studies spanning over vedanta and melakartaragas have a 
Guruparampara traceable to the Sankara guruparampara. The 
advaita of Sankara and of the sis of the Vedic-Upanisadic 
traditions is not a mere gymnastics in logic, but the greatest 
possible experience of ananda, the rasa of aesthetic beauty and 
energy. Rasa: Brahmanandasahodara: Rasa and Brahmananda are 
twins. So inseparable from each other because they are not 
two, but one. One has to depend upon a manava (living Guru) 
Guru to learn musical nuances. I have Yesudas as my Guru for 
all the musical knowledge | have aquired. When I say sky is 
the limit, one of my daughters told me, in a half humourous 
and half serious tone, “Amma, your sky is Sankara, Krsna, 
Yesudas.” 


[have a deva/rsi/guru in Krsna, a historical intellectual guru 
in Sankara and a musical manavagur in Yesudas (archetypal, 
historical, living Guruparampara for music research). 


Guruparamparii of Sankara includes Vasistha (mentioned in 
the last few Slokas of Brhadaranyaka Upanisad), Badarayana (author 
of Brahmasiitra) and Krsna, the disciple of Ghorangirasa 
mentioned in Chandogya Upanisad also comes in the Upanisadic 
guruparampara (see Sudhasindhu—Upanisadic Commentary, D.C. 
Books, Kottayam). 


Sankara’s Guruparampara 
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Table 1.2 
Daivaparampara (the trinity) 


Narayana with Sri/Sadasiva with Uma|Paficamukha(padmamukha) 
with Sarasvati 


Rsiparampara 
Vasistha 

Sakti 
ParaSaran 


Badarayanan (Vydsan) who was the author of Mahabharata 
(hence of Bhagavad Gita, Visnu Sahasrandma, 
Sanatsujatiyam and of Brahmasiitra. Sankara had written 
commentaries on these (God had made me do on all 


except Sanatsujatiyam). 
Sukan (son of Vyasa) became Brahmacarin (not a householder). 
Manavaparampara. 
Goudapada 
Govinda 
Sankaracarya 
Table 1.3 


Guruparampara of Sringery pitham after Sankara upto Vidyaranya 









Badari Puri 
Thodaka |Hasthamalaka 










9. Narasimhatirtha 
10. VidyaSankaratirtha 
11. Bharatikrsnatirtha 
12. Vidyaranya (Sayana) 
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Guruparampara of Suvarna Nalapat (author). 

It is usual for all ancient scholars of India to give his/her 
Guruparampara before or after a treatise. Hence, here, I give my 
various fields of arts and sciences. 

I would like to construct the guruparampara according to 
three stages in my life (childhood youth and old age) and 
according to the subjects learned. 

Table 1.4 


Childhood (1-15 years). 














influenced by M.S. 
Subbulaxmi, Chembai Vaidyanatha 
Bhagavatar, P. Suseela, Mohammed 
Raffi, Latha and P.B. Sreenivas). 


mani Amma. 


Youth (15-30) 

Devoted to theoretical and practical study of scriptures, 
comparative study of western and eastern concepts of 
philosophy, medical science, advaita and bhakti sitra, jyotisa, and 
musicology 

For Jyotisa, Soolapani Warrier and for philosophy and 
ethics of living, Swami Ranganathananda were guides. 

For music and ethical way of living, manasa guru 

KJ. Yesudas. 

Old age (30-60) 
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Table 1.5 
SKY 
Ja : 


nanayogam. |Commentaries to 
Sankara 


Bhakti, Jfiana, | Bhakti siitra (Sandilya and 
karmayoga _|Narada) Aandal, Meera, 
historical personalities of 





Advaita 








(astronomy) comparing the 
cosmic beauty measures with 
the beauty measures of Sri 
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All saiva, sakta and vaisnava traditions worship vidya as Sakti. 
The Saivite tradition is that while Siva was instructing Sakti on 
agamas, his vehicle Nandi overheard it and from him the Kumara 
(Visnuparsada) got the knowledge. Their parampara is as follows. 


Table 1.6 






Valli and her sons (tribal) and 
Devayani, daughter of Sukra. 










and hence there is no difference 
between avarna and savarna. 






Santanu (Mahabharata). 
Patafijali (Yogasiittra) 
Tirumalar and Sivayogamuni, 
Jfianasambandar, Appar, Sundarar 
etc. (Saivite saints of South India) 



















Sree Narayana Guru from the 
Tirumoolar traditions (in Kerala) 
Melpathur Narayanabhattathiri 





In Kerala traditions, the devi worship is different from that of 
Kashmir/Nepal/Bengal traditions (these 3 are very similar). The 
kundalini yoga and its importance is seen in all south Indian 
traditions of knowledge including Soundaryalahari of Sankara and 
Kundalinipattu of Sree Narayana Guru. The worship of 
Tripurasundari and Sarada as mother and consort/the female 
principle of Sakti is part and parcel of both traditions. Therefore, 
the later attempts of scholars to see Soundaryalahari as someone 
else’s creation just shows their ignorance about the traditions of 
vidya upasana of our motherland (of our ethnomusicology as well). 
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superconsciousness In my endeavour, I have found the advaita 
philosophy of Sankara as the most beautiful and attractive one 
for world harmony: The philosophy of Krsna and his lifestory the 
most enchanting and alluring to people of all wakes of life, from 
infant to octogenarians and it is this archetypal/ historical 
Guru/lover/son figure who Jinks arts and aesthetics with science 
and advaita philosophy. Sankara and Krsna attracted my thoughts 


to enter. Saturating MY brain activities by their presence, 
two everloving/ everliving Gurus prompted me to make possible 
the impossible tasks. Unification of different philosophical, 
scientific, artistic, aesthetic and mathematical logical ideas, 
unification of the entire cosmos 46 a single significant whole (as 
Einstein puts it), the grand unification theory of Advaita of 
sdanta/Bhagavata/saigtta/samacecd with modern scientific 
thoughts became the most aesthetic and enjoyable experience. 
And for that experience to be practically made possible in life 
(not a theoretical exercise in paper), [Thad Yesudas, his music and 
his most valuable and coveted friendship. 


Gurur Brahma Gurur Visnu Gurur devo Mahesvara 


Guru Saksat parabrahma Tasmal 6+; Gurave nama: 





Section 1. Music and Musical Terms in 12 Major Upanisads 


Music and musical references ate many in the Vedas and vedanta. 
Sankara’s commentary om 10 major Upanisads beats testimony to 
the fact that Sankara wa® aware of this. The 12th Guru from 
éankara in Sringery Vidyapitham, Vidyaranya, was an adept in 
vedanta and music and it was this 14th century disciple of 
6ankara who first introduced the term melakarta raga to the 
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shitherto Jati of Bharata. Following this.tradition of India, in‘ this 
chapter, Lam trying to bring out :the references to music !and 
musical terms in, 12 ruse ren on which I have done 
ett ortj 10 2 roeib io VISIIBY i si baqol: 9v9b 


~The 12’ 2 Upanisads are arranged asiidnisaig is 09 10) sir1w\ 
i ; sEmevoredterr 
SOLOGOTK teas re Bible Port i} - “(7 4702 


q; ’ TEs (si Moe Xd 
Madhuma ; 


— : ; | 
. it) PING Dfte a" I2HURI Th neibrl i) VI bu tc 


-Taittartyam, and ‘Kathopanigad belonging to Kysnayajurveda, 
_Ehareyopaned longing tothe Revd ot is bovisoe1 
decanenta ating Miw altsie sesuersl to: bute to nonouteni 
10 dre svete yoselt, art b Lica On gle rise “and” Natayanop nigad 
(Ktsnayajurvedam). 16 sad 9 Ssormuonoiq of bhShb46 ; 


Sfitti 
(Tn veaathaen . PART mi .stotetorlT foo BIonuNOTY” 


RHE R I j ithedte Fey alqizeil QD ortt all: 9 WMD 


Mobiibhaied. and... dibepinis eo Aap ‘ito 
paso ta asl lt ty 32 narins 10 ei doirlw ,noitouneni 


Pragnavaitakham j to 3 mon! cine 9 sii Jf 3693 10] STG 10 
bi aie with Mie ‘katika (belo onging’ to rt 
Atha i av Jam Pit OSE S9AVONOIg Ms> SW NEI 9297 Worp 
Si r Vex ? of 2i MNTDN wweisipwt 6 26 {luiisused annie brite 
uvarnam eda. eek tis iS ay hs MONO q f toc | \) ia! 192 
| Kenopanite and. ‘Chandogy: alata elgg ito 
Samaveda.. 5 iO y oli hf (TOIT BT iio i] iw 189 Df } 
ae ee O efornibpsy lf sTO Lis te rTst IstmN9S22e9 5 ‘ats (hy Tab ach} 
Isavasya and Bihadranyata Upanisad “elon ‘to 


——— = ryvi9v 8 boyslq norton. 


' This chapter is arranged i in 8 sections for easy understanding 
and elaboration of each subjects and Cothpanistin of Sapoumen 
systems wherever possible. 9 10 


Varna and Svara in musi¢ and vedanta") °° OF) re 


iAry | an | “fe ~ ret C.tbeer itperavy li 8 : : “rt cic é aha eS 
Si3i9 9G HNIOD-9 Dris-s ATTiiie WITWNS FTW) DANA DS AMID! 





ANTh if ety cl 
1 Sudhasindhu. Krsnavairajam. Chandogya Upanisad. Dr Suvrana Nalapt, D. 
C. Books, Kottayam, 2003. 


33 


12 | Ragacikitsa 


Tattariyopanisad starts with Siksavally. Siksa is teaching or 
instruction by the Guru in a Gurukula. Any discourse in a 
language and analysis of such discourse and study of it have 
developed in a variety of disciplines of the people who speak 
/write (or communicate) in that particular language, including 
socio-linguistics, anthropology, sociology and social psychology. 
Study of Indian languages and pronunciation of words, chanting 
of mantras and singing of songs requires special instruction 
received at the feet of a learned and proficient Guru. The Siksa or 
instruction of study of language starts with varna and svara and 
their correct intonation, pronunciation and the measurement of 
time needed to pronounce each, and the power for that 
pronunciation. Therefore, in anuvaka 2 (varnasvaridisiksana), the 
Guru tells the disciple: Om. Siksam Vyakhyasama: Varnasvara: 
Mathrabalam. sama: sandhana. After Pranava, I will explain the 
instruction, which is on varna, svara, the power and measurement 
of time for each, the equalization of power and aksara, and their 
combinations—new aksara formed by union of two aksaras. If we 
know these laws, we can pronounce and use language efficiently 
and sing beautifully as a mantra. Varna is not a written letter or 
script (lipi) but a pronounced letter (suvarna in Sanskrit, means a 
properly pronounced svaraksara). One that you have to listen to 
and hear with concentration at the feet of a Guru (hence it is the 
Upanisad) and essential part of all oral traditions of the world. In 
the ethnic systems of knowledge of India, this part of oral 
instruction played a very very important role. 

Varna includes both svara and vyafijana (vowels and 
consonants) and if pronounced with one unit (matra) they are 
hrasva or laghu and more than one matra they are dirgha or guru. 


Varna and the 8 positions for producing it 


Avarna and Evarna (with varna suffix —a-and e-could be either 
hrasva or dirgha. 
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On the otherhand, akara, ekara, akara, kara -with suffix kara, 
A is hrasva, e is hrasva, a is dirgha and 1 is dirgha, etc. 
Madhyama is in between svara and vyafijana =ya, ra, la, va 
These+ssa, sa (fisma) are together included as one class. 


Madhyama and paficama are Sitila and among vargya khara, 
athikhara, mrdu, ghosha+ssa, sha, sa, ha are drdha. Certain 
svaras can be multiplied. They are called gunam (e, u, ru, llu), 
others can be expanded (vrdhi). 


E multiplied is ea, expanded eai, 

U multiplied is 00, expanded ou 

Ru multiplied is ar, expanded aar (arka, arsa) 
Llu multiplied is al, expanded is aal. 


Ha has special significance and is a class in itself, because 
when it joins (sandhi) with another letter it gives power (bala or 
Sakti). It contains both breath and sound and hence is called 
mahaprana. When it joins a khara or mrdu, it becomes athikhara and 
ghosa, respectively because they gain power. When two people 
love each other or perform a duty together, or communicate an 
idea, the power generated out of their sandhi is two fold. 
Therefore, whenever such a relation is there, we use the term saha 
(with Ha) like Sahadharmini (wife), sahodari (sister), sahakarana 
(cooperation) etc. The Guru and disciple together collect, protect 
and transfer culture, scriptures, languages, traditional arts and 
sciences to posterity and hence both get sahaviryam (energy) out 
of the vidya they are pursuing. 

Svetasvetara Upanisad (chap 4. sloka1) says, the eka (one -Siva) 
is avarna (hrasva) and with contact of power (Sakti) he becomes 
savarna, multicoloured and beautiful universe. Sloka 5 says, Sakti 
is varnatmika, with red, white, black and multicoloured; Siva 
serves her and get immersed in her for continuing his progeny of 
living things. According to Narayanopanisad (anu 12, Sloka 19), 
svara is pronounced in beginning of the Veda is fixed in vedanta 
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(the beginning and end being the same). This Upanisad tells us 
about the 7 svaras in S$loka.3. It continues: The medha (intellect of 
the apsara (celestial. nymph), the mind (mana of the e gandharvas, 
the celestial singers), the medha of the sama of Sarasvati who i is the 
daivimedha (divine intellect), ‘the anandam (bliss which is surabhi. 
Let us have the sama music of Goddess Sarasvati isthe divine 
intellect. The apsara and gandharva, the expert singers and dancers 
are said to have unsurpassed ‘intellect and compassionate mind. 
Therefore, the rsi is specifically asking for the divine intellect of 
sima music (the musical intellect of modern thinkers like Howard 
Gardner)? to be bestowed upon him/her, Mundakam. loka 8 
speaks of 7 svaras as 7 prayas and in sloka 9 the rasa derived out of 
svara is also mentioned. 


Samaveda is concerned with the old oral at traditions of 
India. And in Gita, Krsna says: among thé Vedas, I'am Samaveda. It 
ig quite natural that the Upanisads derived from Samitveda contain 
many references to musical terms. When | there ‘are two objects, 
and there is pressure or tension created ‘between ‘them, we get 
sound. The sound when unpleasant i is noise. For’a'vedantin, there 
is only one object (no duality song and therefore only pleasing 
rhythmic sound and no noise’ in his/her’ world of existence. 
There is only one God (Brahma) that’ exists ‘everywhere, in 
everything, and everything exists in it. When it starts to vibrate, 
there is anahata sound (the primordial nada, unheard, existing 
everywhere in everything as a mandala of energy Hee nue 
nadabrahma). Sankara says in his Sartrakabhasya (1-3-28):) 


Ka punarayam dvanirnamayo dhirat akarnayato ; 
Varnavivekam apratimanasya karnapatham avatharathy 


”’ Pratyasida thasca mandatva patuthvadibhedam 
| Vatnesva drag —" por asc anee eager oo 






2 Musical Intelligence, Howard Ginter Frames of Mind. ond 4 Fontana 
"Press, Harper and Collins. ‘London, 1998, PP 99, 173. — ‘tnetty of 
» multiple intelligencespp. 243. . 4 
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pratyacaranam pratiabhignayamanatvat.  — 109 brs arid 

(The waves of vibrations from a moving source are slow or 
mandra when it moves away, and fast and high (thara/ucha) when 
it moves near to the ear. This is applicable both to sound waves 


and light waves (which produce ‘varna ‘or colours) because varna | 


and dhvani are not two phenomena but the same. The varnas exist! 
forever, not detectable, seen or heard: Due to this preexistent 
presence we remember it from memory, when it is heard or 


). 
C8 those who are familiar with the Doppler Effect? 
(Christian Johan Doppler 1842), ‘the significance of this statement 
need not be explained. The red and blue shifts from galaxies 
which Doppler found are the cosmic waves of nadabrahma. Indian 
astronomy has dealt with itt and it is the Newton’s law for 
classical physics and the tantrics speak of it as the prakasa and 
vimarga of Universe (equivalent to the Expanding Universe of 
Hubbler® 1929). The sphota of Indians is a theory which states of a 
nadabindu which moved in a pirna field of primordial spacetime 
(which appeared to be empty but was full of energy) and this 
Brahma energy fields, and the varna/waves/sound/ 
light/electromagnetic wave from it condensed to form the 
multiverses, universe, solar system and the earth. What we see 
and enjoy as our world, including us are nothing but sparks of 


3 Doppler effect http://archive.ncsa.uiuc.edu /cyberia /Bima /Doppler, 
html and Einstein, the life and times. Ronald W.Clark. Avon Books 
Harper Collins, 1965. First printing 1999. 


4 Paficasidhantika, the ancient text of Varahamihira on Indian 
astronomical systems, Trans G. Thibaut with Sudhakaradwivedi's 
Hindi commentary, 1889. Comparative Study of Modern Astronomy 
by Dr Suvarna Nalapat, NBS, Kottayam. Sec. Ed. 2000. 

5 Hubbler’s Expanding Universe, pp 308, 310, 336. The Vibrating Universe, 
N.C. Panda. Motilal Banarasidas Publishers, 1995. | 
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that energy field, manifested as names and forms. Whatever we 
think and cognise and know was already there and all our search 
is just a re-search and we are rediscovering what was already 
there for us to discover. Energy waves of varna and dwani in a 
explosion (sphota) are revealed to us just as it revealed to the first 
seer. Hence vidya is a cultural and biological heritage for all the 
mankind to remember, and this remembrance they called 
Pratyabhigna (remembering again). Each discovery and invention 
is a remembrance and we label this remembrance of the human 
race as our discoveries and give a discoverer’s name to it, 
attributing to a personalized knowledge and a limited timespan 
of an individual life. The Indian Guru never does that. He 
attributes the knowledge to the beginning of time when the first 
ever rsi got the sphota and the cognizance of his oneness with the 
universe and with Brahma. Hence giving a personal nametag to 
each discovery was not the aim of the guru. 


The smallest subatomic particle (quark have 3 varnas (red, 
blue, green) and qualities of ucha and mandra (up-u and down-c), 
parsva (sideways), satya (truth) soundarya (beauty) and these 
sadrasas (6 flavours) of the Vedanti are agreed by Murray Gellman 
(1972) and there was a quantum jump from QED to QCD 
(quantum chromo dynamics). When we discuss the varna, dhvani, 
and svara of Sankara, the tantric, aesthetic, scientific and 
astronomical views of Indian seers, and the Mantra Sdstra, we 
naturally find the comparison between these disciplines and the 
interrelation of the ancient and the modern thoughts which 
differ only in the language used. Science is just a pratyabhigna 
(reremembering) as Indian scholars had interpreted after several 
personal experiments and experiences and we find the beauty, 
truth and energy in music and its logarithmic cosmological 
astronomical ratios (which we will deal with some detail later). 


6 Murray Gellman 1972.qcd Nobel lectures. Physics 1963-1970. Elsevier 
Publishing Co. 1972. 
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If you keep a string instead of a bindu (a dense point of 
primordial atom or cosmic egg of George Edward Le Matre and 
his big bang theory)’, the sphota or the sudden spread of the 
expanding universal electromagnetic field force as light and 
sound, we can explain the music emanating from a vibrating 
string of a vind. The expanding concentric mandala of energy 
cycles/circles which can be structurally explained by 26 
dimensions (Lovelace)* or by 27 to 28 dimensions (according to 
Indians, these dimensions are the star mandala) the vind of 
Goddess Sarasvati with 28 strings called kachapi is made. 
Nadabrahma concept establishes the oneness of Brahma/prakrti 
(Siva/Sakti). It is the agni (energy) which becomes visible as form 
and light and audible as sound and nada/nama. Even in a state of 
total dissolution, the prapafica (universe with names and forms) 
exists in Brahma as electromagnetic waves. The dhvani (sound in 
its subtle form of electromagnetic waves) also carries the varna, 
and hence the changes that we see in the heard word (according 
to time, place, and environment) are naturally seen in the varna 
also. That is, though changeless, beginningless, endless, 
nadabrahma can exist as the changing gross sound with a 
beginning and end. Dhvani is the sign of expanding 
consciousness of the cosmos and of the individualized artist. The 
heart space of the artist, like the chidaka of Brahma, beats 
regularly, rhythmically and periodically as a vibrating mandala of 
Sakti (power) the mother. This concept of vedanta and tantra is 
comparable to modern quantum theory which states that “the 
vacuum state contains limitless quantities of shortlived particles. 
These particles suddenly appear as if from nowhere, exist only 





\ 

7 Big bang, George Edward LE Matre. A brief history of time. Stephan W. 
Hawking. Bantam Books, 1989.see pp. 9,10,50,54,66,105,121,131,140,183 
and 194. 

8 Lovelace. 27 dimensions. Q Vibrating universe. N. C. Panda. Motilal 
Banarasidas Publishers. 1995. 
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fleetingly and) then’ ‘suddenly disappear): apparently . being 
converted to nothi g- When they momentarily exist they are able: 
to interact and engage in complex processes, (y19//) 954) 4) aif 


“When the aif enters the space’ 'in’’ the: singer’s throat, it 


in Sanskrit which is equivalent to Brahma in vedanta and to 


Which awakens ene: , according to John Woodroffe? The 
awakening need not always be due to reasoning. It is more likely 
due to an enjoyable, blissful experience like music. 


David Tame” points out the unity of the electromagnetic 
Can Ne only: “solid” matter but all. forms.of energy, are 
composed of waves: or vibrations, different kinds of 


9 Varnamala, Garland of Letters, John Woodroffe, Ganesh and Co, 
Madras, 1922. | 

10 David Tame: Secret Power of Music, Section: The vocal range of one 
singer. The secret of transformation of society through musical energy, 
New York Dentistry Books 1984. ! 
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travelling through the\universe-at 1,86,000 ‘miles per second. 
The only) difference. between them: jis: their frequency of. 
vibration or ‘Wavelength. Each merges into the other ata certain 
wavelength: which obviously means, when one gets down to it, 


forces of creation. They witnessed “spirals, within Spirals, 
within. spirals..|,”as they described the vibratory nature of 


Undulating through every spiral of Periodicity in creation is 
the balance of the universal breath of ascending and 


——— 1S OT GS15 | 
11 Golden Spiral. Music therapy, an art and beyond words. Leslie Bunt 
1994. Routledge (compares snails, organ of hearing, whirlpool, 
hurricane, DNA molecule, and the Spiral of musical development). 
Also refer ch.8 from Esoteric Anatomy: The body as consciousness by 
Bruce Berger MA, the golden spiral: A key to understanding energy in 
Nature. 


12 The spiral of music development, Swanwich Tillman, 1986. Br J of 
Music Education, 1986.vo] 3, no: 3: pp 305-39, 
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descending currents (Arohan and avarohan) of yang and yin, 
expansion and contraction, fire and water/man and woman. 
Understanding this undulating “dance of Siva” is a key to the 
vibratory basis of creation. The infinity archetype (°°) embodies 
the key to this universal process in which balanced opposites 
sustain a unity. In this case, the opposites are the balance of 
centrifugal and centripetal forces whose logarithmic 
undulations fractally weave the fabric of creation. Following the 
harmonic proportions defined by the Golden Spiral, the 
opposite undulating forces weave a pattern of seven intervals 
within eight phases. Esoterically, this is called ‘The Law of 
Seven’. On every level of macrocosm and microcosm, vibration 
spirals as the cosmic octave. An octave describes a process with 
eight steps and seven intervals. Seven is a fundamental level of 
organization in the universe. The seven whole notes of the tones 
of the musical scale are a natural measure of the harmony of 
universal law. The musical octave is so “natural” that it defines 
the proportional distances between the planets in the solar 
system! The seven colours of the rainbow define the spectrum 
of light. The physicist Hermann von Helmholtz devised a 
correspondence between the visible spectrum and the musical 
scale. Light energy is only a higher state of the tone energy 
(sound). Just as audible tone organizes itself naturally into the 
seven notes of the diatonic scale, so too does the visible solar 
spectrum form the seven colours of the rainbow (Tame. 


In Sanskrit, the letters of the alphabet that reflect the 
spectrum of vibration underlying creation are called varnas, or 
colours. The prefix SU to Varna (Suvarna as in my name which is 
a mantra in Srisikta) means the good spectrum of vibrations in 
creation. Sanskrit letters varnas coordinate with universal basic 
principles that build and unfold creation. The planets spiral out 





13 Hermann Von Helmholtz. On creation of tone. Trans. Alexander J Ellis, 
New York, 1954. 
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physical. phenomena exist in ‘alignment with this underlying 
field. The fundamental features, structure, and’ function of all 
organisms are reflections of the fact that they are subsystems 
within the larger energy systems of nature and the cosmos from 
which they derive their energy. u Hisisq brs Ist: 
The’ ancient wisdom describes’ elements as the vibratory 
archetypes of Cosmic Intelligence that underlies creation. Ether, 
pancabhiita, five patterns of vibration are at the core of the 
sciences of the ancients. Patterns are mind-energy fields. Each 
type of energy has a vibratory speed and wave length which 
determines its function and affinity to other similar units of 
energy functioning in the body, or outside in the cosmos. They 
are the fundamental resonances that are the inner vibrational 
basis of all phenomena. In the Tantric darsan (a vision of God), 
nature (prakyti) is differentiated into five forms of motion. Ether 
(Akasa) fills space with the “Hairs of Siva” (vyomakeéa * non- 
_Oostructive_motion radiating lines of force in all directions, 
sustaining the space in which the other forces operate. Air (Vayu 
~ (panties Wiis amblien lnpiidhe \aalehiineenvart: ‘in space 
(from the Sanskrit root Va, “to move”). Fire (Tejas is an upward 
motion giving rise to expansion. Water (Apas is a downward 
motion giving rise to contraction. Earth (Prthvi is a motion which 
produces cohesion and obstruction, the opposite of the non- 
Obstructive Ether. The elements are aspects of the Divine Logos 
and are the root archetypes out of which Cosmic Intelligence 
manifests creation. 


Air sustains the fulcrum, the bindu, around which Fire and 
Water emanate. Air is the bridge between the infinite sky and the 
Fire radiates from the "Hara" deep in the pelvis finite world—the 
unity of space and diversity of time. The essence of Air is 
movement as an expression of living cosmic Fire phase, where 
the positive, centrifugal, ascending fields come into entrainment 





14 The Vibrating Universe, N.C. Panda., Motilal Banarasidas, 1995. 
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The Fire arc predominates, and the field is influenced by: the 
universal positive harmonic. Fire is a radiation of the: field of 
force of the Sun: It.is a positive resonance in harmony with the 
universal electric harmonic:.of solar) force.» The classical 
alchemical glyph for Fire (A) captures its essence /as:a radiation of 
the sun’s field of force, as Fire always burns upward in tune with 
its source. The combined radiance of Ether and Air sustains:the 
ting: of Fire. Warmth, clear coloration, the organ of sight, and 
form are formed from the Fire element, Intelligence. As the wave 
undulates through the spiral, there is a phase that resonates with 
and is energized by the lunar harmonic of influence. This phase 
is Water-predominant, and the arc is centripetal, descending, 
magnetic and attuned with the moon’s influence, which sustains 
fluidity and form. The combined potency of Ether, Air and Fire 
sustains the resonant frequency of the field of Water. Water gives 
birth to form. The glyph for, Water is a downward-pointing 
triangle. Indian classical music and ragacikitsa principles are 
based on the cosmic and biological fields of energy and their 
balance through the Pmnettey yi  Nadakeyayge or simply called 


layayoga. 
Table 17° 


The Combinations of the Elemental ef of Vibration Manifest 
the Body/Mind | 


ETHERIEMOTION [AIR __(“JRIRE__[WATER [EARTH 
ther [Grief / —aigiherligien Palin, \ \[raie 
iii pein fmet_n—— 
is as 


In the ancient wisdom, the aga of creation is the Word 
of God (Pranavam. Everything in creation is understood as a 
microcosm. of the cosmic breath of sacred sound, vibration. By 
“sacred sound” the ancients were honouring. the profound 
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mystery of cosmic intelligence which is at the heart of all 
becoming. The creative intelligence of Brahma is omnipresent. 
All creation steps-down from the pranava, the unified field of the 
song of the cosmos into the cycles of evolution. As transpersonal 
theorist Ken Wilber makes clear "God" as consciousness, 
Satcitinanda (being-consciousness-bliss) is wholly present at 
every level of creation: “God is the very stuff, the actual essence, 
of each and every stage/level. God is not the highest level, nor a 
different level itself, but the reality of all levels.” 


The Cakras* in our body are a microcosm of the Solar 
System. 
Yogic vision and Kundalini 





Fig.1.1 


15 Dr. Suvarna Nalapat in Without a Stumble, A Book on the Spirituality of 
Music, Nalapat Books, 2003, pp189-199. 
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Sarasvati (Goddess of Wisdom) Cakra: Cerebral cortex, sensory 
and motor strips, frontal lobes. 


Manas (Mind) Cakra: Optic chiasma and visual cortex. 
Akiéa (Void) Cakra: Larynx. 
Hrd (“Heart” as the English “heart” derivative) Cakra: beart and lungs. 


Fig.1.2 


The lower cakras, whose colours are red, orange and yellow, 
are ruled by Jupiter, Brhaspati the Guru His unmitigated faith, 
fire and blessings illuminate the evolutionary process. 


Table 1.8 


Cakra, location, associated consciousness and desire 
CAKRA___|LOCATION _ [CONSCIOUSNESS 


Mahat Ajna [Third eye Self-realization cae 
consciousness 


service,|Expression 
















humility, 
discrimination 
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Desire, aversion, 
ambition, hope, love, 


Air Anahata__|Behind the 
heart 
|devotion, sharing 


Fire Manipura |Navel Directed force, power, 
dealing with “reality,” 


immortality, fame, will 






Compassion 


Individuation, 
control 














PSYCHIC SAVASANA CLOCKWISE REENTRY SPIRAL WITH 
ALTERNATIVE CAKRA ENTRANCE POINTS 


Third eye: “Command” Centre 
(Intuition, insight) 

Throat: “Purity” Centre (Communication, 
Cleansing) 


Heart: “Unstruck Sound" Centre (Compassion, 
Cooperation) 


Navel: “Gem City” Centre (Energization, Enthusiasm) 


_ Fig 13 
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The five fields of prina currents are fundamental to the 
makeup of the physical body. The resonance of the Earth cakra 
predominates in the bodily structures, and processes that sustain 
boundaries. The vibration of the Water cakra sustains the life 
medium and the processes that create, cleanse and renew the 
tissues of the body. The radiant force of Fire predominates in the 
organs of assimilation and in the motive force of the muscles. The 
resonance of Air predominates in the nervous system and the 
functions of circulation and respiration. "As the sensory and 
motor pranas, they establish an energetic physiology. From the 
five primary cakras emerge currents of subtle electromagnetic 
energy that fill the space of the ‘etheric body’ with etheric energy 
waves. The pathways of these etheric energy waves create a 
‘wireless’ circuitry that interconnects every point of this subtle 
form with every other point in this energetic system. In 
awakening this biological/cosmic energy system, music plays a 
great role which is utilized in Indian ragacikitsa." 

All life is biology. All biology is physiology. All physiology is 
chemistry. All chemistry is physics. All physics is maths. 

Section 2. Svara, Sirya, Svarati and Suvarna 

Chandogya khanda 3 (adhidaivata) Sloka 2 meditates on 
sirya (sun as OM. It says: 

Samana u evayam 

C4 sou ca usnou yamusnovsou svara iti mama cakshata 

Svara iti pratyasvara iti 

....udgitam upasyate. 


This and that are samana (equalizers. Both are heat and 
energy. This is svara that is svara and pratyasvara. This and that are 
the udgathas (singers). Prana of singer and sirya are samam in 
quality and in name (guna and nama) both move (svarati-verb) by 
waves of light and sound. Therefore, they are called svara/siirya. 
Without the sirya (sun and the Prana, there is no life or art or 
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science possible on earth. Therefore, svara is the life (uyir). We see 
both the life and the sun coming back cyclically, and so is prana as 
inhalation and exhalation, and hence both are svara and 
pratyasvara. But we don’t see the life of a particular individual 
coming back after it leaves a body, therefore, it is just called svara 
and not pratyasvara (Possibly it also returns in another form, but 
unknown to us, the rsi assumes). That which comes in is prana 
and that which goes out is apana. One ascends (arohana) and the 
other descends (avarohana) and where they mix internally, vyana 
(and vik or word) is created by the agni (energy) of that 
interaction. When we utter a word/sing a song, the prana and 
apina are controlled /blocked to create vyana. The function of 
vyana is creation of word/language/songs. 


Samana is equalizer. Khanda 6 also says that whichever is 
equalized is sama and sama. The svaris are equalizers of 
male/female (yin/yan) siva/Saktt principles. Sloka 6, khanda 6 says 
in the form of sirya is the white light called sa (savarna) and the 
parakrsnanila (blue or avarna-colourless) called ama. Together they 
form the couple (mithuna) sama. | 

Within the mandala of sarya is a golden purusa—from nail 
bed to hair golden coloured hence called suvarna. This denotes 
the tejas of the sun and of the person who meditates on him as 
pranava. Here Sankara says: 

Samahitacethobhir brahmacaryadi sadhanapeksai, 

Thejasvinopismasrukesadaya:krsna: 

Syurityayovishinasti hiranyashma érurhiranyake$a iti 

Jyotirmayanye vasyashmashruni kesascetyartha: 

Apranakhath pranakho naghagram naghagrena saha sarva: 

Suvarna iva bharapa ityartha: 

When he arises with a red eye (the one who rises-udethi) is 
called UD. Ud+itha=uditha. Therefore, he is the udgita or song. He 
is the udgatha or the singer too. The song, singer, svara and sirya 
are thus “one”-the eka _the suvarna, since svara is suvarna and 
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golden light/ sound waves/Svara eva suvarna, the rsi ascertains. 
Svara is synonymous with suvarna. The sirya is the adhidaivata 
and the soul of singer/poet is the adhyatma. In comparison, the 
rsi equalizes their attributes like this: 


Table 1.9 
Equalising Adhyatma, adhidaivata 


Adhidaivata (saryanarayana) 
Prana (sama) 


Sruti=srotra Mana (mind) 


Dargana=caksu Atma (soul) 


éuklabhas (white light) Krsnabhas (blue light) 


The explanation Sankara gives is: 
Cetanasyaikasya niravayavatvad 

Dwida bhavanupapathe: 

Thasmad adyatmadidaivatayor ekatvam eva: 














Energy cannot be two. The energy in sun and bioenergy in us 
(the energy in the case of a divine singer) are one and the same. 
éjoka 6 states that the singer of sama music and the sun (sama 
gayatri ubhou sa gayatri) reaches a world (beyond the ones which 
we see) with the pure energy of his/her own consciousness. 
Khanda 22 speaks about the singer’s qualities in detail. “The sama 
singer is the one who has known all (sarvajfia),” according to 
ésakara. Men and women and praise and money reach him/her 
=-om all directions. Which are the good sounds and Sruti? Which 
should be avoided while singing? 


Khanda 22 says: 
There are 7 svaras. They are: 


Vinardhi, the pure udgita of agni/vak and loved by the cows 
(because it is the sound of a rsabha). 
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Anirukta (aspasta, without using words (sahitya) is that of the 
Prajapati). 

Nirukhta is  spasta and loved by soma/ candra (good 
pronounciation). 

Shlaksma/mrdun or soft is for vayu and the soft is effortless 
singing. 

Strong and shlaksma/tivra is for Indra and is singing with effort 
("alapa). 

Madhyamasvara (loved by Guru-Brhaspati) is song similar to that 

| of a Kraufica bird. 

Avanadha is sound similar to that of a broken brass vessel 
(ventkala) and is that of Varuna (this should not be sung). 
The avanadha does not give bliss, and that is why it 
should not be used for achieving rasa of Brahma. 


We can_ atleast recognize the existence of rsabha and 


madhyamasvara in their present form in this passage (that is the first 
4 of the samasaptak were already known). Rsabha is related to the 


crown and madhyama to chest /heart centre and the message is that 
both compassionate and intellectual elements are involved to bring 
out the best, effortless flowing soft melodious music in a soft voice. 


élokas 2 to 5 of Khanda 22 give more details about how one 
should sing? 

“The singer should sing with a clean and pure mind, and 
should meditate upon God with one-pointed devotion and 
concentration and without pride. He should pray that, by my 
singing let the devas get nectar, the ancestors svada, human beings 
hope and cows water, food and fodder. If he prays like that his svara, 
vyanjana, tisma, etc. will never go wrong and the pronunciation will 
be perfect. All suaras are the atma of God (nérs- Usma is the atma of 
Prajapati, sparsa of Mrtyu. The singer should sing all these with 

pronunciation. If someone prevents him from singing, take 
refuge in Indra (God and Indra will take care of it. 
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Pronounce all svaras with strength, and meditate, let me have 
strength of svaras to give to Indra, let me give my atma (while 
pronouncing isma) to Prajapati. The sparsa (vyafijana starting from 
ka) should be pronounced with maximum softness, with pauses, 
slowly and with clarity and meditate that I am protected from 
death, through Dharma (I have become immortal). About 
pronunciation of iisma, they should be agrastham (pronounce 
without swallowing), anirastham (clarity, knowing the meaning of 
what one is doing and saying/singing). 


The singer’s qualities and voice, according to Brhadaranyaka 
Upanisad (pge 830-831 Sudhasindhu), are interesting. The treasure 
of music is its svara (One who knows svara becomes svara). The 
rtviks who do karma (duties) desire svara, and do karma with 
word rich in svara. To see a rtvik with good and rich svara people 
throng in the yajfd hall. To have a good voice and to pronounce 
correctly and clearly and to know its meaning are qualities one 
should try to cultivate from childhood. The singer who knows 
that sama is the same as suvarna/svara becomes one with suvarna 
(devi Sakti), his svara becomes suvarna (golden), he experiences 
sama as suvarna, and he gets suvarna (gold) too. Since svara is 
suvarna and suvarna is devi/sama as sivasakti, the one who sings 
sama as above is doing svariipa upasana/sdmopasana and it is 
atmopasana/Brahmopasana. This advaita of musical intelligence 
gives one the sarvajfiata and the tanmayibhava with nadabrahma. 
Section 3. Rsabha/Rsi/Rk 
Rsabha (Vrsabha) is the voice of the bull loved by cows and is 
called vinardhi, the udgita of pure agni/vak. Rsabha is also the 
bull/vehicle of Siva (Nandi, the one who is happy), bliss 
incarnate and the one who heard whatever Siva taught Parvati 
(including agama, music and kamasastra) and carried over the 
knowledge to the disciples and to the world. The 64 arts, of 
which music is the head, are part of this teaching. Nandi was 
also the mrdangamplayer (pakkamela) for the dance of Siva and 
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Parvati. These popular stories are for us to understan i ue 
of musicology as a very ancient tradition. From © 
immemorial, music was part of Veda as well as that of a 
life of kama in a householder’s life. (Siva, Visnu, Brahma wen 
householders and so too were the 7 rsis). 348 Vie 
Anuvaka 4 of  Taittirlyopanisad is calles 
Medhaérikamajapahomam. arn 
Medha is intellect an 
| oa 
Sri is riches, Sridevi, Sricakra/yantra/Sristkta and 
devata. | Long 
Kama is desire to achieve them. — 
Japa is a devotional method (tantra) to achieve the desiz 
goal. t ote 
Homa is a karmic method to achieve the desired goal. 
The anuvaka says: ~. 
Yat chandasam rsabho visvarupa: 
Chandobyadhyamrtat sambhabiiva 
Samandromedhaya sprinothu 
Amrtasya deva dharano bhiyasam 
Sariram me vicarsanam 
Jihua me madhumatama 
Karnabhyam bhirivishravam en. 
Brahmana: kososi medhayapihitha . oo. 
Srutam me gopaya. — 
This is a supplication to have a healthy body and a swe 
tongue (both sarigita and sahitya) that rains honey (madhu) and te 
have the entire world as listeners (let ears hear abundantly alse 
means that let my ears hear lot of sweet music and loving words). 
My medha or intellect is a covering to my atma/self/Brahma ana — 
protecting it. Let my Srutam be protected. The Sloka starts with the 5 
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statement from the chandas rsabha which has the form of the 
visvariipa (form of the multiverse) was born. Chandas is nectar. 
From it, the first born child is rsabha or the rsi. He is equivalent to 
the father (God) in intellect and compassion. By dharana 
(cognition and concentration) it is this firstborn who protects all 
the treasures of knowledge as eternal amrta. 


In Rgveda mandalam 10, stiktam 63, rk 3 we find, 
Ye bhyo matha madhumati pinuantha 

Paya: piyusam dhyonradithiradri barhi: 

Ukta: shushman vrsabharan svapnashatham 
Adityam anumanam svasthaye 


(The mother universe is rich in energy and full of mountains, 
rivers flowing from them. She is madhumati-honeyminded-and 
gives nectar and milk to those learned people who are equal to 
the sun and meditates on ukta and becomes full of seeds of 
knowledge-vrsabhara-like a bull. Let us follow them and get the 
eternal bliss they enjoyed through learning). 

Twelfth anuvaka of Narayanopanisad says: “He has 16 kala. He 
is like the sun, the lifegiver, giving us food, riches and our 
successors, being the Prajapati. The yajfia brings bliss when 
performed. Oh, Rsabha, tell us the havya done by svaha (the wife 
of agni) and the bliss in everything we learn and perform. The 
honey rich wave raise from the ocean of honey. By uttering the 
name of that secret ghee one gets amrtatva (eternal life), one’s 
jihua (tongue) becomes the nabhi (centre) of amrtatva of the devas. 
Let Him, by the repetition of that (His) name/s, rain ghee in our 
yajfia. Let Brahma be seen as the white bull with 4 $ririga (horns), 
3 pada, 2 Sirsa (heads), 7 hands, and 3 bandha. Let that great deva, 
Rsabha enter into us, the human beings. 


The rsi has 4 horns like the white elephant of Indra, and it 
represents the 4 states of the word (para, pasyanti, madhyama and 
oaikhari), the 4 rtviks in a sacrifice (adhyuryu, hotha, Brahman and 
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udgatha) and the 4 sided square/rectangle. The 4 sides and the 4 
hands of the divine figure (caturbhuja) is actually the name for 
the sqare/rectangle. The golden square of beauty. It is the earth 
or Prthvi sign. 

The 3 feet (pada) are the 3 avastha (jagrad, svapna, susupti), 
the 3 fires (garhapatya, ahavaniya and anuaharya) the first 
includes thuriya and the second the paficama fire (paficagni). It is 
the triangle, the trimiirti in one, and the 43 triangles of beauty 
and male and female balance in the Sricakra. 


Below is the’® icosahedral symmetry of the beauty of 
universe with triangles making a pentagon and a global 
Structure. 





Fig 1.4 Icosohedral Symmetry 


The 2 heads represent the male/female, Siva/Sakti, artha/vag, 
and a divine couple united in a balanced single whole—a 
harmony of love and beauty and bliss. Like two serpents 
intertwined and a figure of 8 patterns (the octave or leminiscate). 


16 The golden ratio. Spiral breath of Brahma/htm files psychcentral. 
physical attractiveness. | Universal correlates of beauty 
http://psychcentral. com/psypsych/physical attractiveness phi the 
golden number http://goldennumber.net/bodyhtm copyright 1997 


http://www.beauty analysis.com /phi inid. bottom_page. htm and 
also see the Icosahedral symmetry in virus and universe. The ancients 


knew about it. The Hindu. open page. Feb 8.1980.Dr Suvarna Nalapt. 
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For such an octave, there are 7 pani or hands svara or notes, 7 
energy agni (with 7 tongues), 7 varna (colours of rainbow), 7 prana 
and 7 sama, seven worlds /heavens and the like. 





Fig 1.5 


The golden rectangles (3 in number) have now the beauty of 
a spiral (golden spiral) 16-the universe, and it has the structure of 
a dodecahedron (a thousand hooded serpent of Ananta-the 
omega). Icosahedral symmetry is also the feature of a viral 
particle. 


These form the sricakra geometry of beauty and bliss and is 
worshipped by all people in India who are searchers/re- 
searchers of knowledge (vidya). 

Vidya is apara and para, and is given as breast milk by Goddess 
mother, to all those who strive for it sincerely. The tradition is to call 
it as sarigita and sahitya (music and literature) flowing from the two 
breasts of the mother Goddess to nourish the human race. The 
ability to concentrate, cognise, analyse (intellect) and the memory 
(smrti} to retain the sruti (what is heard) is carried over by thousands 
of generations of oral traditions of lineages of Guruparampara and | 
protected for posterity as eternal truth and wisdom and bliss. This 
protects a people, their culture, civilization, thought processes and 
philosophy. One becomes a sarvajfia by mastering these arts and 
sciences. From the guruparampara of Sankara, Rsabha or Nandi is in 
the devaparampara/ rsiparampara, there is a link between the two. 


5/ 
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Rsi and rsabha are terms that have the same roots. The term 
arsa is derived from it. Rsi is the one who has visualized a 
mantra/vak for the first time. The one who creates Sruti/vak from 
his own perception /darsana of it (anyone who does this process 
at any time in any place is a rsi and has rsabha as one of his/her 
devaparampara of ancestors) and transfers knowledge to next 
generation. The 7 rsis of India thus Tepresent the 7 pani (pani is 
not only hand but also a different style for each of the different 
rst, which is a common term for musicians), the 7 ways of 
constructing a worldview, with 7 energy (agni) and 7 svara and 
colours in the sunlight (rainbow. What we see, hear, enjoy with 
our senses and mind and intellect and our intuitive powers is the 
7 worlds constructed by the 7 ancient rsis and we are just 
rediscovering it in our own way. Therefore, every rsi who has 
rediscovered the beauty of this vidya is equivalent to a rsabha. 


Leonardo Fibonacci” discovered the series which converges 
on phi. In the 12" century, Leonardo Fibonacci discovered a simple 
numerical series that is the foundation for an incredible 
mathematical relationship behind phi. Starting with 0 and 1, each 
new number in the series is simply the sum of the two numbers 
before it. 0, 1, 1, 2,3, 5,8, 13, 21, 34, 55, 89, 144. .. . (Note that after 5 
come 8, and there is no 7 in the Series). The ratio of each successive 
pair of numbers in the series approximates phi (1.618...), as 5 
divided by 3 is 1.666..., and 8 divided by 5 is 1.60. After the 40" 
number in the series, the ratio is accurate to 15 decimal places, 
1.618033988749895. But how did all the world including India, 
came across 7 as the number of beauty and divinity? Paficadaéi 
(the manthra of magic Squares attributed to the wife of Agastya-— 


SPU tata ee oe 
17 Shadows of mind. Roger Penrose. A search for the missing science of 
consciousness. Vintage 1995.ch 7 Quantum theory and the brain. pp. 
348-392, Fibonacci numbers, Pp. 361-362 
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Lopamudrasiitra or lossu in China)'8, is 15. 15+1 is sodasi or 
sodasakala of a rsabha as we see in the sloka quoted above.) 


(FOOTNOTE: I had an astronomical synchronicity in 
realizing the relation of it to music. On 10.1.1997, the 57 birthday 
of Yesudas, my manasik Guru in music, I bought the book 
Paficadasi by Swami Vidyaranya, the 12" Guru of Sringeri (Sririga 
stands for horn-the 4 Sririgas mentioned in the sloka) from the 
Ramakrishnasram, Hyderabad. We visited  Puranam 
Purushothamasastri, one of the disciples of Musiri Subramanya 
lyer, during that visit. I didn’t know at that time that Swami 
Vidyaranya was the one who first talked about melakartaraga as 
we know it today (I thought it was Venkatamakhi, from various 
music books. I didn’t know that the very next year I was to move 
to Cochin and meet Yesudas and the aquaintance was to develop 
into a valuable friendship either). Paficadasi*® has 15 chapters 
divided into 3 sections of 5 each. The paficikarana is given in 
detail by Vidyaranya in a mathematical / musical way). 

Each of the 5 elements divided into equal halves (one 
represents female/the other male half), this is the 2 heads. If we 
represent each element as a number and a numberline the 
division is as shown in the first line (4"" line is the golden line). 


ltol SEEN! CTA, 

1 to2 il 
1 to 2.7 re te teste att 4 
1 to .618 ——— os 





18 Dr. George Geevergheese Joseph. The Crest of the Peacock. Non- 
European Roots of Mathematics. Penguin books. 


19 Padmasindhu, Mathrubhoomi publishing house, 1996, Dr. Suvarna 
Nalapat. 


20 Paficadasi. Sri Vidyaranya Swami. Trns and notes Swami Swahananda, 
Sri Ramakrishna Math, 1995. 
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Fig 1.6 Phi and the Golden Pentagon. 
Half of one is .5 
Half of 2 is 1 


Half of 3 is 1.5 

Half of 4 is 2. 

Half of 5 is 2.5. 

A total of the first 3, (.5+1+1.5) is 3 itself. The total of the last 
2 is (2+2.5) 4.5 which is 1.5 more than the total of the first 3 (ie, 
the total of all the 5 is 7.5) and the five elements have the secret 
number 7 embedded within it as a symbol of beauty and 
divinity. This is represented as the suvarna niyamam (the law of 
golden beauty of literature/music and all arts/sculptures 
/derived from natural law). 
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In the second step, the female part (one half) is divided to 4 
equal parts (1/8th of the undivided whole) in each of the 5 
elements. 


The third step is to take 1/8 of each element and mixing 
them in different proportions to the first half. If you do this to the 
5 element (earth-prthvi) we get the gross (sthiilamahasamkhya) 
great number. In other words, earth now has 2.5 of earth element 
+0.125 of earth element+0.125 of water element+0.125 of air 
+0.125 of sky (ether) making Prthvi as flat gross space of 3 as 
geodesic subtle space 3.125 and this gross great number makes 
the trivilkarana complete with appearance of the universe with 
form. 


But the first 3 elemental numbers 1+2+3 =6 and 6 is 3.15 
(approximate only is 3). The next two, water and prthvi (4 and 5) 
is 2 +2.5 (14+2+3+4+5=6+9=15 paficadasi. 

PaficadaSi in each of the 5 have 7.5. 


In all the 5 together it should be 37.5 (take approximate 7, it 
should be 35). 

The integer between these two is taken as 36 Saktitatva 
because 36 is divisible by both 6 and 3 and on a higher scale on a 
cyclical spiraling global structure, by 5 and 7.2 (7.2X 5=360). 

In this way, the 3% step of trivilkarana also contains 
paficikarana and the secret 5, 6, 7 of the octave of beauty as 
samasaptaka. 

The 4" step is the sodasi or sodasakala 15+1 is sodasa. 


The second half was earlier divided into 1/8 of the original. 
Now it is again subdivided into 16 parts of the original. Each of 
these 16 is then divided to 1000 smaller nadi /nerve and this has 
16,000 smaller subsubdivisions in each of the 5 elements (making 
up 80,000 subtle nadi in a mandala) 


16X5 element being 80 
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80 /7.2=800/72=1.11111111111...... (repeating number one 
only) the adoaita. The paramanu of time/space and arts, bliss are 
unified in one. 


If we are taking 800/7.5, on the other hand, we will get 
10.6666666666....a recurring decimal with 1 and 6. The feeling 
that there is two (dvaita) is created, in something where there is 
no dvaita. Vidyaranya calls this bhrama (illusion) of dvaita as 
samvadibhrama, but says that there is no samvddi or vivadi in 
Brahma which is one, and it is quite natural for a musical 
/advaitic/vedantic mind of Vidyaranya to find the intricate 
oneness of rasa of the melakarta number and the Brahma/cosmic 
number. Why he gives only 15 is because by paficadasi itself, an 
ordinary mind with samvadibrama gets the bliss of Brahma by 
kakathaliyanyaya> (by accident or by chance). 

There is a historical / prehistorical personality in India by the 
name Rsabha. For one who is interested in the ethnomusicology 
this is very interesting. In Bhagavata, Vyasa (Badarayana) tells us 
the vansa (geneology) of Manu and Iksvaku. In it we meet the 
great king/ascetic/sage Rsabha. Rsabha had a son called Bharata, 
and that is why we have the name Bharata to our nation. Bharata 
was the king. But Rsabha had 9 other sons, together called the 
navayogi (one among them was Dramila) and they all followed 
the Bhagavaddharma of their father. The bhagavatadharma is 
renouncing everything including the throne for the sake of 
protection and acquisition of knowledge as done by Ilangoadikal 
in Cilappatikaram. 

The custom in India was one among the king’s sons become 
ruler and the others become learned yogins to protect the unity of 
the empire. The navayogins are called the Bhagavatottamas (the 
best among the Bhagavata) and they did their meditation in south 
India, while Bharata ruled the entire south and north India from 
the north. Dramila seems to be prominent among the navayogins, 
because as a learned person drinking the milk of mother vidya 
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was called the dramilasi$u (in Sankara’s time probably referring to 
Tirugnanasambandhar or to himself) and south India as a part of 
the Bharata kingdom came to be known as Dramila (means the 
richest) later corrupted as Dravida (m for v and | for d). In Kerala, 
there exists a prehistorical monumental rockbuilt system in south 
Malabar, which is supposed to be the place where the navayogins 
_ lived during the four months of the rainy season meditating and 
teaching their dharma 


If we remember a few things in this juncture many of our 
doubts regarding the history of our culture will be cleared. 


Sankara, hailing from Kerala, knew this tradition and he uses the 
term dramilasifu either as reference to Sambandhar, his 
predecessor, or as an autobiographical reference on himself. 


Bhagavata*' is a term associated with devotion to God, and to 
music. The people who spread the message of unity of 
Godhead and devotion to God through music, living in 
total bliss and imparting bliss to listeners are called 
Bhagavata. When we say that Rsabha, the first sage of the 
Manu race, was spreading this dharma and 9 of his sons 
took to the same dharma strenghthening the 
ethical/cultural/philosophical foundation of _ their 
father’s kingdom (and of their brother’s), the 
psuedohistory of Jain religion becomes a farce. Yes, 
Rsabha was a Jina..One who conquered his senses is a 
Jina. It is not a separate religion but a way of life for 
people to see and follow. And it is just like saying that 
Christ was a Jew, that we should understand that Rsabha 
and later Buddha were persons belonging to the Bharata 
and the Manu race and that Jainism and Buddhism are 
not separate from the Bhagavatadharma of ekantikabhakti of 


21 The Cultural Heritage of India. Sri Ramakrishna Math, pp.290-91. 
Bhagavata=superconscious experience of natural bliss of the absolute 
God. 
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advaita. Whoever spreads the message of advaita and 
devotion to vidya is a Buddha and whoever has 
controlled the senses in this endeavour is a Jina. By 
saying that there was rivalry between Hinduism and 
Jainism/Buddhism in India, one just shows the 
ignorance of our ethnic culture and practices. It was just 
a rivalry between the materialism of a kingly, royal life of 
pleasures and a life of austerity and simplicity. And both 
coincided in the land in a harmonious existence and the 
ascetics—the | Brahmin/Jain/Buddha type ___ of 
personalities balanced the life of uncontrolled worldly 
life and battles for aquiring more and more riches, as 
they were their cousins/brothers and were one and not 
two. 


Bhagavatottama practises non-attachment and did constant sravana 
of God’s attributes manana (analysis) of its meanings and 
kirtana (singing in praise) and nidhidhyasana (dhyana- 
meditation). 

Navayogins were 9 in number and had the 9 signs of bhakti and 
were jfanis. 

In the lineage of the historical kings of the vakataka, we find the 
name Nandin /naga as suffix to many royal persons. The 
grandson of Sivadiita (Nandi) is called a Navanaga, for 
example, the new naga or the lineage of the 9 nagas, and 
he founded the new navanaga dynasty from the old 
geneology tree. 


They were related to descendants of satakarni and the mishaka 
dynasty and were ruling from Gandhara (Khandahar to 
tip of south India and had Mahishmathy in the shores of 
Narmada as their oldest home. It was the capital of 
Karthavirya Arjuna, a descendant of the Yadava race (to 
which Krsna also belonged) and it was from here the 
Mishaka kings of Kerala had their origin. Mahishmathy is 
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the place where Mahabali lived and performed the Visvajit 
yajfia and the story of this great devotee of Visnu was well 
known in south India and at present in Kerala. It was in 
this historical place that Sankara met his first disciple 
Mandanamiéra (Suresvara Varthikakara) and his consort 
Sarasavani (Ubhayabharati-the incarnation of Sarada) and 
it was this guruparampara to which the Sringeri Pitham and 
its scholastic chair belongs to. And Vidyaranya being the 
12t guru of this lineage has actually revived the oldest of 
the traditional unity of Vedic music and philosophy. 

These basic facts should tell us how the entire Indian 
subcontinent was a mahdarastra (great nation) and how the sons of 
the emperor had a division of labour between them, one of them 
ruling the country and the others protecting the culture, 
educational system and values and thereby strengthening the 
brother’s rule as well. One takes up defence and administration 
and judiciary as the king, the others are protectors of 
knowledge /arts/sciences/values/philosophy and are advisors 
to the ruler in all matters. That is how Rsabha and rsis like 
Vasistha become teachers/gurus of the entire dynasty. Vyasa was 
like that to the Kuru people (being the grandfather as well as 
teacher). In the guruparampara of such rsis, we have Sankara’s 
name. Protection of the rhythm of natural smooth functioning of 
dharma is the duty of such gurus and they take it up selflessly as 
inner urge, as a divine call. The rhythm is called the Rutham or rk 
or the order of the truth in natural beauty and bliss and the 
dharma of a nation reflects that beauty. 


Music and arts being the main stream of the life of the Indian 
people, one who takes up the protection of the culture of India 
cannot stay away from it and ignore it. By writing the logical 
commentaries, read only by a few intellectuals and the learned, 
one cannot unite the entire nation as one. This was known to great 
teachers of our nation, right from Rsabha, down to Elangoadikal, 
Gnanasambandhar and Sankara. Sankara was putting into practice 
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this great duty. Hence, he wrote commentaries on prasthanatraya 
for the learned, and hymns for the masses, and had an aesthetical 
musical sense which he displays in his masterpieces like 
Soundaryalahari, Sivanandalahari and the like. 

This tradition was kept up in Sringery with Mandanamisra 
living with his wife Sarasavani, and taken up by Vidyaranya. 
Vidyaranya was the advisor of the great Vijayanagara Empire at 
Hampi and is believed as the father of the modern Karnataka 
culture. Hence, he embodies the original ideology of the 
Rsabha/navayogi/Bhagavata tradition. And I, being an ardent 
follower of music and literature from my infancy naturally fell in 
line with this oldest traditional guruparampara, without any effort 
on my part. 

Rk is sung as samam. Anuvaka 8 of Taittariya says: everything 
is Brahma. Everything is pranava, “Om.” Everyone utter this 
word, “Om.”we hear. Everyone sing sima as “Om.” All sciences 
teach “Om.” Adhuryu chant pratihara as “Om.” Agnohotra is done 
as “Om.” Veda is pronounced as “Om.” Whoever wants to reach 
Brahma reaches him through singing pranava, OM. 


Section 4 


Ananda, Rasa, Bhava/Stobha 


Indian aesthetics had reached its zenith in the experience of 
ecstacy or rasa, the bliss of aesthetic experience, the twin of the 
Brahmanubhava. In Taittiyam Brahmanandavalli (chapter explaining 
the ecstacy of Brahma experience of a vedantin) speaks at length 
about the concept of rasa. It even tries to measure the bliss of 
different types of individuals having different intellectual, 
aesthetic senses. | 

Anuvakam 7 says: Yad vai tad sukrtam 

Raso vai sah: rasam hyevayam 

Labdanandi bhavati 
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Anuvaka 8 continues: Because one experiences the bliss, the 
enquiry or research into the nature of bliss begins. If the 
experience of bliss was not there, no one would ever want to 
know its root/origin/the creator of that bliss. The earth 
(Goddess mother of nature) with its treasures of beauty and 
prosperity, gives herself completely to that man who is good at 
heart, has physical, mental, intellectual and spiritual health, 
inclined to enquire into truth (Brahma) and gives him the entire 
bliss of existence on earth and heaven. The bliss of 100 such men 
is given to a manusyagandharva (a human singer with the qualities 
mentioned above). The bliss of 100 manusyagandharva is enjoyed 
by a devagandharva (a divine singer on earth is equal to this). In 
this way, the bliss of Brahma is measured, though immeasurable. 


Then the treatise starts to narrate the history of one rsi who 
had such bliss and who was a divine singer. The rsi is Bhrgu, 
who lived in the west coast of India starting from the Sarasvati 
River and Bhrgukatcha (the present Gujarat and Kutch) upto the 
cape of Kanyakumari, including Karnataka, Kerala and Tamil 
Nadu. Bhrgu was the son of Varuna, the God of the ocean (who 
incidentally had a bad voice, but Bhrgu the son had a good 
voice). He got Brahmananda by constantly meditating on the 
anandamayakosa and he could get the desired form (Kamariipa) by 
mere will power and could travel to any part of the world (which 
the people of ancient India did because they were very good 
seafarers and could make even crude type of vimana or 
aeroplanes) he wanted to visit, singing the sama hymns. What 
was the song of Bhrgu during this journeys of total bliss 
forgetting himself? 

Havu havu Havu (aaa....000000 aaaa....000000) 

Aham annam aham annam  aham_ annam 
(ahamannamahamannamahamannam) 

Aham anandam aham anandam aham anandam 

(ahamaanandamahamaanadamahamanandam) 

(4 lines with sahitya omitted) 
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aham annam annam (ahamannamannam) 
adantham admi (adanthamadameeeeeee) 
aham visvam bhuvanam abhya om 
suvarnajyoti : ya evem veda... 


No one, who has a little experience with classical music 
singing, will miss the musicality of the rhythmic words and 
varna, the style employed. The first line is a proto dlapana of the 
ragam. Then comes the tanam and finally the pallavi. This proto 
ragam tanam pallavi of the vedantic tradition of the western coast is 
still with us (but unfortunately, none of the sanyasins after 
Sankara and Vidyaranya had paid any attention to this protomusic 
of India in the veda/vedanta traditions and its ethnomusicological 
/historical importance). 


About the stobha used here Chandogya Upanisad says (ch 1, 
khanda 13, Sloka 1): | 

Haa u is this loka (earth). 

Haa ee (vayu-prana) 

Ada, atha or simply tha is the mind (moon). The mind, body 
and the prana are in the singing of a song. Only then we can 
bring a stobha or emotion in it. The earth is the Sri (riches), the 
consort of Ha+Ri (AAAAAAAA rililiiiiiiii) Hari, the rsabha being 
the r and Ha his mahdaprana. It represents “Go” (cow form of the 
earth, since if we pronounce H+AA+U (Haav u, aavu) being the 
protolanguage for a gav (which is both a cow and a grama or 
village or group) the earth, the rama in music and on earth, and 
the cow which gives milk like the mother earth are all 
represented, linguistically in Indian languages. The earth as the 
cow, the Kamadhenu (surabhi) and the Siirya as her lover, the 
rsabha, the Hari or Visnu (siryanarayana ) thus makes a pair 
(mithuna) for all of us, their vatsa (children-calf). The Haa aaaa 
--€ee... in Vamadevasamam is the famous stobha of vayu (prana). 
Ae (pronounced together as aye) is the wandering cattle rearing 
tribes of early men (the yaduvanga) to which Krsna belonged. 
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These references if taken in the proper sense will give us an idea 
into the protocultural history, anthropological history, 
protolanguages and protomusic of our ancestors expressing the 
proto emotions of our ancestors, their thought processes, the 
emotions of the firstborn people of the human race and the day- 
to-day life and methods of communication through just svara 
only, and later on by language. We will find that the svara 
appeared first, and then the emotions in the svara, and music 
preceded language and the most musical and oldest languages 
are always the forerunners of the less musical ones with laws of 
grammar. Tamil in India is a very musical language and uses 
only minimum of vyafijanis showing its antiquity over many 
other languages. 

U is sun. Ey is a call. Ouhoi is a loud call reaching all directions 
given out by the seafarers and hence representing the visvedevas. 
Hm or Him is the stobha of Prajapati, used in sexual union for 
begetting praja, done by Siva while he consummated the marriage 
with Parvati (and kama got the upper hand to continue the 
progeny). Therefore, usually this stobha is not used in music. 

Sva (sadja) and ra (rsabha) with m (madhyama) form the 
prana. 

Vak is the virat who contains all these in her (the Sakti), the 
creator. Without her, Siva cannot make music or the world. He 
can just make hurikara (says Soundaryalahari of Sankara) without 
Sakti. It will not result in creation. 

Bhrgu says, in the piece mentioned above, that he has become 
Kavyakrth, a poet/kavi. The Kathopanisad pidika starts with 
salutation to God, the first and foremost poet who sings his 
poem/music, the universe. 

Rsivaco amrtapanasamutsuka 

UpanisanmathadarSanalalasa 

Aharaha:srutysaragaveshina: 

Pibhata bhasyam idam sarasam madhu. 
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Those who are eager to drink the honey of the words of the 
rsi, to learn the opinion (mata or religion is an opinion here) of 
the Upanisad, are the real enquirers into the essence of the Sut 
(vedam, the heard word and in musical terms the Sruti of the 
svara). Such people are drinking every moment of their life the 
sarasam madhu (the honey with taste-essence) of this Bhasya, says 
Sankara. Srutisara is the essence of the sruti, which is the Veda, but 
also the Sruti (the heard word and music) and the $ruti of music 
which you cannot learn from a written script, but has to be heard 
at the feet of the master (Guru). Sarasam is with taste, or with rase 
of ecstacy of aesthetics. Sara, rasa, risa are terms derived from the 
same root, containing sadja and rsabha. 


Rasa is the aesthetic taste we get while singing (hearing) 
Gayatri with the perfect Sruti, according to the sama chanters. To 
sing one has to get the blessing of the sruti (mother Gayatri). To 
listen and enjoy it also one has to get her blessing. Hence, both 
singer and listener enjoy the essence of Sruti and partake in the 
offering to Goddess. To do a research on the origin of this perfect 
blissful state of ananda, is to do self-analysis and to know one’s 
self and give the result of that self-knowledge for the entire world 
to enjoy and grow from its essence. This contribution to the 
science and art of life and culture is what we mean by education. 
Just as a bee enjoying the rasa of the world of flowers, the 
sage/rsi enjoys the bliss of the experience of jfiana and collects it 
in his gurukula (beehive) for the disciples to taste and grow and 
give to the next generation. The bee protects the genus and 
species of the flower by enjoying the honey of it, just like that a 
real guru by learning a science or art, protects that art/science by 
his/her contributions to it which are original discoveries. 

In Eithareyam (chap 2 Sloka 3), a pregnant lady is called 
Bhavayatri and she must be protected by all means since she 
carries the next generation of the species within her (saa 
bhavayatri bhavayitavya bharati). According to Abhinavabharati, 
the world is born out of the desire of Prajapati/poet/singer and a 
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child/poem/music is born out of him/her. These three 
phenomena (birth of a child/poem/music) are awakening of the 
same pratibha which is inseparable and unexplainable. Child 
birth is a pratibha which one can see even in animals/birds etc. 
But the other two pratibhas are seen in human beings as a drsti 
(viewpoint) which is suddenly revealed/opened in one who 
thinks/meditates on words and _ their meanings> 
(Mahimabhatta)”, like the third eye of Siva. It is a natural 
phenomenon and is due to previous Sanskaras (either in this 
birth or previous births) which we call nature and nurture- 
environment and genes etc. Here both Vamana2 and 
Abhinavabharati# accept the role of endless early 
protoknowledge systems of human race. In the writings of Carl 
Gustav Jung” we find a term archetype which is very close to 
this concept. 

The cause of sound and word is pratibha, as believed by 
Bharatamuni” According to him, the first phase of pratibha is 
Sabdabrahman. Rsabhadeva says: Pratibha is the intellect 
responsible for the cause of all the sounds, words and their 
meanings and it is called pasyanti or the revealed knowledge or 





22 Mahimabhatta. Psychological Studies in Rasa. Rakesh Guptha 
Granthayan, Aligarh, 1997. 


23 Vamana. Ibid sect. 2 ch.5 pp.197-205. Theory of Riti. S.K.Dey. 
24 Abhinavabharathy. ibid sec 1.ch 2 and 3, pp. 32-51. 


Also see Abhinavaguptha and his works. Raghavan, Chowkamba Orientalia, 
1980. 


25 Man and His Symbols, conceived and ed by Carl Jung, Picador, 1978. 


26 Naradapaficamasanhita as a Q from Bharatha, pp-32. A Critical Study 
of Sangeetamakaranda of Narada, M. Vijayalakshmy. Gyan Publishing 
Co. 1996 (slight variation from the text in Kerala.but with nochange in 
meaning). 

Gopi bhir gitam (Kerala) gopi gethum (Vijayalakshmi) 

Krsnasannidhau (Keralam) Priyasannidhau (Vijayalakshmi) 
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darsana (a view or drsti). It is a continuous inner perception 
according to all these aesthetic/vedantist/tantric texts and its 
authors. The karayatri is the pratibha of the creator / poet/singer 
and Bhavayatri is the pratibha of the enjoyer/reader/listener. In 
Advaita, these are not two but one, and Merge in the ecstacy of 
experience. The knower, known and knowledge (creator, created, 
and enjoyer) become one in ecstacy (in the context of music the 
musician who create music, the music and the listener who 
enjoys music). 

Sloka 14 of Svetasvetara Upanisad: 

Bhavagrahyam anidakhyam 

Bhavabhavakaram Sivam 

Kalasargakaram devam 

Ye viduste jahusthanum 


The one which can be recognized/ cognized/understood 
only through Bhava, the one which has the name “one without a 
home,” the one which creates bhava and abhava (lack of bhava), the 
one which creates the kala, that is Siva and those who know this 
power loose their body consciousness and always live in the 
realm of the atma—the world of ecstacy of Brahma—or the 
brahmanubhiiti. 


God and the blissful divine experience of God can be 
understood only by the bhava or the state of emotion of the 
experiencer. Just like rasinubhava is experienced through emotion 
of the artist and the rasika (enjoyer), the one who had experienced 
that bliss is a transformed individual. He has realized the self. 
And the self has 16 kalas. This 16 is divided into the 64 kalas (arts) 
or parts of the body of the devi. The 64 kalas are expressed in the 
outer beauty of body of Tripurasundari and inner beauty of her. 
The 64 arts are divine since they are parts of the mother 
Goddess’ body. One who has realized self become aware of the 
64 arts and its principles and of these the most important is the 
head of the devi and it is music. The projection of the 16 parts, 
beginning with vital force and ending with a name, becomes the 
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64 arts beginning with music and ending with the erotic plays of 
sexual passions related to the nest (nidam) or house, but the one 
living in the rasa/brahma experience loose interest in such earthly 
passions related to body and its desires, and retains the love for 
singing the names of God expressing the ecstacy of his 
experience. Thus the singing si becomes divine. He creates arts 
and artistic emotions (bhava) which the vedantin call the sadbhava. 
He -also creates the absence of worldly emotions (abhava of 
desires) and is equivalent to Brahma. 


Mundaka (2-2, 2: 8-9) further ascertains that from Him 
(purusa) originated the 7 fires and the 7 notes, the 7 sacrifices and 
the 7 worlds. It is from the face/head of the cosmic purusa the 
prands flow and music created. Music is utamangam of cosmic 
purusa (and of devi). From NADABRAHMA was created all the 
universes nebulae, earth and life on it, arts, sciences, etc. All the 
rasa of this creation is nadabrahma. The rasa is within the antaratma 
(inner self) of all elements and jiva. It is this rasa, universal and 
divine, that is experienced and externalized by singer /poet and 
internalized and experienced by listeners/rasika. The experience 
of sadbhava by both singer/listener according to vedantins and 
aesthetic bliss to aesthetics. 


The question naturally arises: Is God divisible into parts-16, 
or 64 or even 2? Vedantin and Indian aesthetician give the answer 
“no.” Then why speak of 16 kalas, 64 kalas and confuse? (prasna 6 
Slokas 1, 2). Prasnopanisad deals with this question. Nadabrahma 
cannot be divided into parts. It is undivided whole cosmic 
energy omnipotent, omnipresent in all elements—living and 
non-living. But human beings have the limitation of the three 
dimensions of space and the three dimensions of time in which 
they think, exist and perceive. The sense organs cannot see 
themselves. The earth cannot see itself moving in spacetime, but 
can see the other objects (stars and planets) moving around it 
(apparently). This limitation of the physical sense organs is 
overcome by a pure satvic lifestyle, and concentration on self and 
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its attributes and it is at this state when we try to le 
and types of possibilities of consciousness and 
human race and try to study them as separate disciplines 

and sciences and call them 16 or 64 kalas. It is 2 ¥ ; 
specialization, it does not mean that we are i 
divide Brahman (self) like that. That is a method of ic 
and learning and mastering the immense 
self. The thought processes of such a research oriented 
(Sloka 3) is “when was I and the Universe created”? 
creation? What is the purpose of creation? What was the o 
the creation at first? Was it the I-consciousness in me c 
Universe itself which was created first? All these fF 
divisions and classification of arts, sciences, Vedas, etc. are a 
level of the jivatma who wants knowledge, not at the les 
paramatma (nadabrahma) where the creation (sarga) dissolu : 
(aya /pralaya) does it is Niskala (without kala or parts). Tame ; 
in that ocean of Nadabrahman are rhythmically tr 
periodically, and it is this vibration of the sakala (with ke 
Sakti in Siva which makes us feel that there is a : 
/dissolution/ multiplicities etc. and, therefore, the kala 
kalasargam is only at the level of Sakti, the mother Goddess. _ 


SIVA (niskala) 

| 

v 

First spanda (vibration) Sakti (sakala). 

| 

HA 

Vimarga experience (immeadiate experience-kriya). 
Smrti (memory)+anusandhana (mental coordination — 4 
experience) which depend upon psychic disposition. it 
From that the Bindu (md as recurring Universe (repres antec as 
recurring decimals in India). 
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All these are happening in the 3 states of jagrad, svapna, 
susupti. 

The 4" is the thuriya experince (pranava) both expansion 
(prakasa) and vimarsa exist together simultaneously. 

Thus the pratibha wakened in an individual self is always due 
to divine mother (Devi and that is why we feel that there are 
multiplicities in arts, sciences, existences, worlds and _jfva. 
Manoranjan Basu” observes that in Nyfya, vaiSesika and vedanta 
system, pratibha and arsajfiana are words employed to express the 


supreme knowledge, a word which has the sanction of usage in 
yoga literature. Sankara had this pratibha. 


Mandikyakarika (prakarana2-Sloka 29, 31) says: whichever bhava 
is shown to an individual, he develops a drsti only in that bhava. 
That bhava (cognizance) only reaches him and it is this cognized 
part (called the graha, because he has received it) that becomes 
his self and protects him. The word graha in music and 
astronomy also should be understood in this way. In music, the 
grahasvara is the svara that becomes the self of a raga and protects 
its individuality, whereas it is the jfvasvara which gives it life. 
There are sad and asad bhavas in the world of existence. Those 
who grasp (graha) the sadbhavas create sadbhaavanas around them 
whereas those who grasp asadbhavana, asadbhavanas create them. 
But this distinction also is an attribute of sakti and not of Siva 
who has no bhavas. This advaita, niskala, motionless, artless, 
creationless Siva and the coexistence of him with his mithuna 
(couple) sakti who creates dvaita, sakala, moving, artful, creation 
with bhava and rasa is a favourite theme in Indian philosophy 
(whether Saivite, Sakta, Vaisnavite or Advaita). 





27 Manoranjan Basu: Fundamentals of the Tantra, 1986. 
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Table 1.10 
Siva Sakti anubhava 






Sakti has 3 gunas 
1.Sadbhava(satva)- 
jiva 
2.sadasad(rajas- 
prana 
3.asad(tamas)-bod 


Experience of bliss(ananda)rasa_ of 
sivasaktisamarasya 












The first is the state before creation, the second column is the 
samsara, and the third column is the cognized aduaitic state of the 
jtoanmukta which is reached only through the intervention 
(blessing) of the mother, Sakti. Goudapadakarika in 11" sloka of 
Advaitaprakarana tells us that what was described in Taittiartya 
with the coverings as rasa is resplendent energy within a 
spacetime continuum. This energy alone is truth absolute or the 
sad. The coverings and parts are all immanent (bhavana) by the 
atma (self) created out of its light and sound and electromagnetic 
field of energy absolute. You can experience the sad by 
sadbhavana. But you can also experience the asad and the sadasad 
in this world of arts and of existence. This importance of the 
bhava, bhavana in experiencing the rasa of Brahma/ndda/ music 
was known naturally to Sankara, being part and parcel of the 
Indian philosophy, aesthetics, and a disciple of Goudapada’s 
disciple Govinda. In his commentary on the aforesaid verse of 
Goudapada, he says, “one cannot experience self or Brahma by 
mere logic and tarka and learning scriptures alone, as the 
logicians of our country had misunderstood for years.” 

What is rasa according to Chandogya Upanisad? (Sloka 2, 
Khandam1). 

Esham bhiitanam prthvi rasa: 

Prthvyo apo rasa: 

Apam ausadayo rasa: 

Ousadinam puruso rasa: 
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Purusasya vak rasa: 
Vaca rg rasa: 

Richa: sama rasa: 
Samna udgitho rasa: 


This udgitha or music is the essence of all essences and the 
ultimate bliss. 


There are subtle elements, the combination of inorganic 
molecules and atoms for the inorganic and organic world which 
we call the earth, on which we live and, therefore, earth is called 
the rasa of all the bhiitas (since the bhiathas including man enjoy 
bliss of existence only on earth). 


The essence of earth and its life is the water on it, formed by 
the cyclical action of sun and its heat, the ocean, and the clouds, 
coming as rains, ice on mountains and rivers flowing. Hence 
water is the rasa of the earth. For water, the rasa is the various 
plants which give food and medicine to all other living things. 
Plants enjoy water and sustain the presence of water on earth 
(hence their rasa). Purusa here means human beings (both male 
and female). Man eat the ausadi (plants and enjoy life and since 
food makes the essence of one’s body and mind, purusa is the 
essence of ausadi (plants) he eats. The rasa of purusa (human 
beings) is the word (vak) or language/literature/music with 
which he/she communicates the innermost emotions and 
thoughts and with which he/she enjoys bliss. The rasa of the 
word is richa or the Rgveda, the spoken/written mantra in prose 
form or poetry for communication of beautiful and meaningful 
experiences. The rasa of that is the equalized rhythmic, musical 
language with Sruti, laya and svara in cyclical recurrence and this 
is called the s@ma (music). The essence of all s@ama is the gita (the 
song) awakened (ud) out of it. Therefore, udgita is the maximum 
(parama) rasa or bliss enjoyable by a human being, and when 
properly sung with bhava and intonations one becomes equal to a 
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gandharva enjoying dnanda on earth. Sloka 3 concludes: sa esa 
rasanam rasatama: parama: parardheasthamo yad udgita: 


The order of this from below upwards is (numbered from 
below up) 


8. udgita 
7. sama 
6. rk 

5. vik 

4. purusa 
3. ausadi 
2. apa 

1. prthvi 


Parardha is a number in Indian astronomy and mathematics 
and it is here used to denote how to to measure the bliss of the 
rasa obtained from a musical rendering of a song /poem (this 
calculus of bliss will be dealt in another chapter in detail). 


Why is asadbhiva also able to enter into one’s mind, 
conversations, music, day-to-day life and dealings? In Khanda 2, 
Chandogya describing the mukhyaprana, the answer is given. It starts 
with a singing contest between deva (the good with satvik qualities) 
and asura (the bad with tamasic qualities). The battle between good 
and bad originated from the beginning of creation. According to 

ikara, deva means one with a sensory function enlightened 
through study of sciences /scriptures and leading a pure life, 
restricting desires. Asura is one who is immersed in worldly things 
and passions and selfish activities. The singing contest between two 
such groups naturally differs in its content, expression, and 
emotional experiences. To sing both groups meditated on the breath 
within the nose, on the word, eye, etc. (the senses). The method 
adopted was the same. In all the senses, worldly passions of taste, 
sight, hearing, touch, etc. penetrated into the music and made it 
very physical and sensuous. But lies penetrated the word of the bad 


78 





Margi Sangita in Upanisadic Times | 57 


and truth that of the good. And the good had a predominance of all 
good emotions of sensations. One saw only the negative sides and 
emotions of life, and the other saw the positive emotions and 
positive side of existence. Both meditated on Sruti, pitch before 
singing but those which are asravantya (not worthy to be heard) also 
came to the asura’s singing. Both meditated on mind and its sankalpa, 
asankalpaniya entered that of the asura (not worthy of imagination 
and meditation). That is because of the guna (tamasi) in them. In this 
way, two types of music and word were created by two different 
types of personalities, one purely satvik and the other purely tamasik 
at the other end of the spectrum. And there are different shades and 
mixtures of it in between, which we hear in our life depending upon 
the personality and taste of the creator (poet /composer / musician). 
To exclude the famasik qualities, singers therefore meditate on the 
mukhyaprana (Matarisva), the breath that comes out of the mother’s 
mouth directly (Sakti-one’s own mother as first Guru). It is always 
surabhi, satya, darSaniya, Sravaniya, and sarikalpantya. A world of 
divine light and sound untouched by worldly desires / passions etc. 
Matarigva, came out of the divine mother’s mouth, as the most 
beautiful music and travels around within the heartspace of 
Parameévara, the father. He is the lifegiver of the Universe. Not the 
prana we see coming in and out of our nostrils. Meditating on the 
(matari§va rsi Angiras) experienced supreme rasa and sang hymns. 
Therefore, he is called Arigirasa. Those who meditate on this verily 
becomes rasa/bliss incarnate. Bliss is the rasa or essence of all the 
angas of the body experienced by the angi or the atma/self within. 
Angiras was later called Brhaspati, since it was he who visualized 
the Brhati sama (identical as Visnu) or Brhatsama. He is the Guru of 
the good (the deva) who visualized Visnu (Brhat-the root of Brahma) 
and Guru with his mukhyaprana (mathari$va-maruta) is important for 
any one who sings sama properly with good intentions 
(Guru+maruta=Gurumarutapuram is the abode of these two and a 
divine singer’s body, mind, intellect complex enshrines 
Guruvayupuresan). 
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Since the Mukhyaprana came out of the face (asyam) of the 
mother Goddess vidya, Guru was called ayasya—the rsi belonging 
to Yadava race to which Ghora Angirasa and his disciple Lord 
Krsna also belonged. Vydna is the prana that spreads to all parts 
of body and make us do our actions, without it we cannot 
perform any functions. Ayurveda is the system of science which 
relies upon vayu and its purification of the body by satvik 
qualities of elements (dhatuprasada) and the process linked with 
control of the pranas, as a method of yoga, and performance of 
certain lifestyles (rituals) associated with the day, season and 
geography of the place of earth we live in. According to this, 
there are certain ragas and svaras associated with specific day, 
season, space (with spacetime continuum of cosmos) and with 
the nadis in the cosmos and our body. Thus ragacikitsa using 
specific raga, svara combinations at certain daytimes, occasions, 
and seasons became part of life in India for having a healthy 
mind in a healthy body. Nadalayayoga is thus a part of Indian 
culture and philosophy. Girni is swallowing, when we swallow 
food and when we sing and utter the word, we control or 
obstruct our breath. Therefore, singing was called gir (as in 
girbani or ghirvani) in the Veda and from it is derived the word 
gita or song. Sama is represented as two parellel horizontal lines 
(=) which means equalizing for santi/ peace. Therefore, the gita 
had the suffix sa (m) to make it samgitam. And the svaras sa (sadja) 
and pa (paficam) are the two equalizers in musical language, 
making two inseparable twins (=), the first step in the formation 
of the golden rule of the Tripurasundari, which I mentioned 
earlier. Gi=swallo, tha=annam or food: swallowing food is the 
literal meaning of gitam. Just as we eat food and get nourished by 
it, and enjoy its tastes we get the taste of good music and nourish 
ourselves and become healthy in body, mind, intellect and spirit 
and we get the aesthetic taste or rasa of music. In this way, music 
is compared to our food. 
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Table 1.11 


Music and food with Rasa compared 


RASA/ANANDA 


Disciple, Sisya (all 
successors) Krsna as_ the 





In this way, the song, the guru and the tradition all become 
combination of all the 5 elements, 7 svaras, 4 Vedas, 64 kalas, 16 
kalas of the moon, and the vidya incarnate as devi/deva mithuna 
equalized as one advaita. The guru/disciple merges in an advaita 
since they are the mithuna for the essence of all learning and 
experience of ananda of bliss (rasa). Each one is stimulated to have 
this experience by a learned Guru. We eat annam to get necessary 
energy from the sun to utter a word, to control breath, and the 
vocal cord, to evoke bhava and rasa in your listeners by your 
music. Thus, leading a life of purity and devotion to a Guru and 
learning the scriptures we are blessed by the divine mother vidya 
and her incarnation (guru to drink the nectar of her milk. The 
upasaka of Srividya is thus an upasaka of the guru who stimulated 
him/her to acquire vidya. The upanisada or sitting near the Guru 
for learning music is thus the upasana the guru and sisya perform 
together for protection of vidya and tradition. The sama music of 
the udgatha (singer) is to be meditated in this way and analysed 
from its origin (as parampara from Brahman, sun, pranava, 
elements, first rsi, parampara of rsi/guru and then oneself as the 
last of this parampara and praying for more and more links or 
disciples to be attracted to the learning for future protection of 
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vidya). Thus the disciples of sama music meditate on the music, 
the rk in which it is fixed, the rsi, the devata to be visualized in 
meditation (rdgadevata in music). This is followed in every mantra 
in India like that of the Gayatri, for example, and hence is 
comparable to the mantrasastra. Each raga thus is a mantra. For 
every svara also there is this order of meditation. My Guru in 
music told me that there were raga devatds for each raga in 
melakartaraga and I had to meditate on them before I did the 
research. And he gave me the dhyanasloka of Kalyani raga. 


Chandas is a cover which the deva musicians created to 
protect themselves from death and to get amrtatva (eternal life). 
They are the covering devata (avaranadevata) for the mother 
Goddess, and to visualize the mother in her entirety, and to drink 
her milk, one has to first understand and meditate on the 
avaranadevatas, remove each one of them from the mother’s body 
(to make her nirdvarana-without coverings). The mother reveals 
only in front of such a real upasaka. The story of Krsna removing 
the coverings of the Gopis (chandas is this. Therefore, the great 
musician Matanga (who wrote Brhaddesi) is called Chandodeva (the 
God of the chandas) and Brahma is called Chandasampati (God of 
the chandas), a synonym for Visnu in Visnusahasranama. When the 
sama singers were singing and immersing in their Vedic hymns 
(the sama, rk and yajurveda) as fish in water, death could pursue 
them, see them and destroy them. It was then the deva musicians 
left the trayividya and entered the svara which were eternal and 
could not be conquered or destroyed by death (svaram eva 
pravishan). They meditated upon the svara alone. The Upanisad 
concludes that by learning Veda, Sastra etc you can purify the 
mind, but for a deathless eternal existence (amrtatva) one has to 
meditate on svara alone. And from there to the level of atisvara 
(that beyond svara) or pranava (om) in the thara (highest Sruti) 
level. That is the origin of everything in the multiverse and hence 
the seat of eternal life. | 
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Fifth Khanda of Chandogya begins to explain why the song, 
pranava and the sun are synonymous. Sirya is the one who 
appears to be moving/making the svara “om.” 


Svarati=moves/making the svara. 


Suvarati=the desire to enter the suvarloka (heaven). Suvar is the 
3" vyahrti. Rsi meditates on suvarloka and siirya (svara) and sings it. 
In this way, svara and siirya are synonyms. Desire and meditation on 
suara is equivalent to desire and meditaion on the suvarloka, the 
world of the sun and the devas and gandharvits. Since mukhyaprana is 
equivalent to the sun, and also makes svara by its movement, 
meditation on it is equivalent to meditation on the sun. 


Sloka 5 declares that the place where such a singer lives/sits 
(shrothrusadanam) becomes pure and sinless. Every word uttered in 
that place becomes pure and sinless and blessed. With the advaita 
bhavana all the impurities are removed, just as a treatment equalizes 
the disordered elements (cikitsayeva dhatuvaisamya samikaranam iti), 
according to commentary of Sankara, which is the basis of the 
healing powers of hymns and of svara. Khanda 6 says: whichever is 
equalized is sama and sama, and the svara equalizes Siva and Sakti 
(male-female principles) or yinyan. The word samasaptaka shows the 
equalizing powers inherent in the 7 notes. In the 7 svaras, sa and pa 
are the equalizers for the other 5, and ma is the middle svara. 
SAMAPA in the samasaptaka formula was first formed in this way. 
The other 4 are the svara equalized by these 3. The first equalization 
process was with the r (rsabha), the first rsis and the next three rsis 
were gadha and ni. This method is used in melakartaraga. 

Section 5. Yoga and Ayurveda in Upanisads related to 
protomusic 

Chapter 2, 5" valli of Taittartyam mentions for the first time 
the nddi (nerve) in our body related to Ayurveda, astronomy, raga 


system and yoga. Slokas 3, 15 and 16 are important from this 
point of view. 
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s] 3: Urdhvam pranam unnayatyapanam 

Pratyagasyati 

Madhye vamanamasinam 

Visvedeva upasate 

15. Yatha sarve prabhidyan te 

Hrdayasyeha granthaya: 

Atha martyo amrto bhavanti 

Ethavad anusasanam 

16: Satam ca eka ca hrdayasya nadyas- 

Thasam muirdhanam 

Thayordhvamayannamrtatvam eti 

Visvam gnya uthkramena bhavanti. 

Prana arises (arohana) through the lower centres oF plexuses 
upto agna and sahasrara. Apana goes down (avarohana) in the 
opposite direction. In between them is the vdmana (small one) 
sun as the pranahamsa ( suvarnahamsa)* called svara, which helps 
us speak, sing, do our duties and remain healthy. This is the 
explanation for the yoga philosophy or the nadalayayoga of music. 
The heart is the seat which gives compassion and amrtatva. There 
are 101 nadis from the seat of compassion, of which 100 go up and 
down and in all directions, cyclically, and one goes only upwards 
and takes one to svarloka beyond the physical worlds. In 
Pragnopanisad (prasna 3, éloka 6) also the 101 nadis are mentioned. 
Each of the 100 have 72000 subdivisions and through them praya 
as vyana spreads throughout the body and keeps us healthy 
(there are 72 ragas in melakartha system). Udana is the one which 
goes up (ardhvan-arohan) and the tejas within us, reaching the 
tejas in the sun (siérya, svara the origin of energy). 


ct Spee ee as eet 


28 Suvarnaharhsa. In minor Upanisad series. Paspatopanisad. Q Suvarna 
Nalapt. Without a Stumble, A Book on Spirituality of Music.,2003, 
pp-202-203. 
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Svetasvetara Upanisad (ch 1, Slokas 4, 5, 6 and 7) says: The rsi 
who followed dhyanayoga saw it with one axle (nemi) three circles 
(vrtam, 16 limits, and half of 100 (fifty) spokes, 20 smaller spokes, 
six astakas (fortyeight), the one pasa (knot of visvariipa (universal 
form), three different paths, desire in the two (samsara and 
nirvana) vidya and avidya, as the éricakra of Tripurasundari. 


We (the rsis) know it as the five waters (paficanada), five great 
twists of the yoni, five waves of the prana, five intellects, five parva 
(bathing ghats) and 50 different forms (samsdra with 5 senses, five 
elements, 5 breaths, and 5 intellects and 50 varna is seen as a 
flowing river, an ocean with waves, fast moving, ever changing 
yet not changing, the nourishing mother of life on earth, and of 
arts and sciences). The 50 varna and dhvani in language/music 
are the 50 dala (petals) in Sriyantra, the 50+50 nadi on either side 
emanating from heart, indicate the srividya upasana through yoga, 
musical nadalayayoga, and satvik balance of elements for healthy 
living (hence Ayurveda). It also denotes the early form of upasana 
and knowledge in the form of mother Goddess, the early tantric, 
mantra traditions of spirituality in India. Sloka 6 calls the cakra 
Brahmacakra, identifying the devi as Brahma itself (this tradition is 
still there in the traditions of Sankara, and is seen in the Sririgery 
Sarada Pitham with Sarada as brahma vidya). The cakra is the yoni 
of all jtva, where they originate, move, live and merge. Jiva or 
prina as hamsa swims in concentric cycles/circles in the river 
under the false notion that it is different from the self. The 
moment this bhrama (misconcept, going round and round in 
cycles of rebirths) ends, Brahma is known or experienced and 
nirvana occurs (just add a H to brama, you get Brahma). H is the 
pranahansa sign of mahaprana which gives strength. The very 
same river of samsdra is converted or transformed to nirvana. In 
that ecstacy of experience accomplished by divine grace utters 
sweet musical, allegorical, poetic, rhythmic words/songs in 
praise of a mother. The praise songs are called sthava (stotra) gita 


or giti. 
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Ch 2) fois Stes Rae 
get the advaitic experience of rasa. The yogi a 
music singer sits in the same posture, upright with 
so that the susumnd is straight, 0 pass the energy fi 
upper and inverse cakras in a straight line. Ch 3, sloka- 
tna as hans within the body with nine doors 
sense organs, 7 of which are in the head, related tc 
cakra). Sweet speech/music, therefore, attracts mi 
tle the prams moves up and down i the 
positions. But movement is only a feeling. Actually, Si 
is motionless and appears to be moving. The emotio: 
to be having emotion. The world of nature and words b 
beautiful only when there is emotion and movement. 7 The e | 
(movement is the mother) creates the aesthetic bliss (as em 
and rasa in the world of existence. rs 

Prasnopanisad (sl 11 prasna 1) says: There are di ae 
about siryanarayana . Seat belo? Oe 
and the upper half of the leg is dense with water. Oth 
the earth sits within him, ‘and that he hae 7 wheela aadila 


‘Paficapada (5 rtus or seasons), according to Sankar | per 
to 5 seasons in the tropical climate. Hemanta and sisira t ‘ing 
and superimposed on one another is experienced as on 
Indian subcontinent. The-seasons.are feet srioving’ the hes 
time (of sun-earth). As the sun being hewe he 
(lower being moon and earth) the 12 stands for sun anc 
sunwheel. Twelve months/divisions of zodiac/12 § 
musical scale. 


Seven wheels also include colours, svara, prana, tt es 
and elements of movement, the 7 flames of agni regia 

Six spokes stand for the classical 6 seasons, if 6 di div 
zodiac each has 60 degree. If 5 only, each has 72 degree. 
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These were the two opinions prevalent in ancient India 
among _ philosophers/astronomers/aestheticians / musicians 
during the Vedic times. Those who take it as the 5 pada take 72 
as a basic number and 72 melakartaraga is in this tradition. The 
60 degree theorists hold that in accordance with 6 seasons, 6 
janakaraga for each 6 ragini, making 36 basic ragas. And the 
pairs of these with a change in the middle (madhyama) again 
makes up to 72 and therefore there is no clash between these 
two opinions. Both opinions are still prevalent and are not 
contradictory (vivadhi) but complementary to each other. Sloka 
6 (third prasna) speaks of the 101 nadis of the heart and the 
72,000 subdivisions emanating the vydna as a corollary of the 
bioenergy to the cosmic energy field of the zodiac (pras 5, sl. 
5). One reaches the world of sairya through chanting OM, 
world of Brahma by sama singing, and one knows the world of 
Kavi (rsi through the aesthetic ecstacy of singing sama. The 
learned sama singer is the one who has transcended all desires 
and has become a yogin. Khanda 6, sl. 9 gives proof of this. The 
singer asks himself: What desire is left for me to sing on? 
When one reaches that state (niskama state) with Ganam (music 
and Jfianam (wisdom)that person’s sarvakama (all desires) are 
fulfilled and he/she sings sama for others, not for him/herself 
has become a perfect yogin equal to Brahma/Visnu/ 
Mahe§$vara. 

Khanda 10, sl 1, 2 and 5 gives us the srutsamkhya to achieve 
amrtatva (eternal life). It says: 

HIM has 3 aksara. Since prasthava also has 3 letters it is equal 
to prasthava. If you meditate on the 7 sama as sima (3) seven x 
three is 21. By 21 you reach the sun (siirya the source of 7 svara. 
But just by singing svara/Sruti correctly (which many can do) you 
cannot win over death (mrtyufijaya). You have to take the 224 
érutisvara of the 7 sama and with that cross the ocean of Mrtyu. 


Adi=2 


8/ 
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Pratihara=4 (take 1 from second, give to first and equalize like 
adipra and tihara 3=3) 


Udgita=3 

Upadrava=4 

Nidhanam=3 

In the 7 sama (names) there are 22 varna (aksara) as the 22 


Srutimandala. 12 months+5 seasons+3 worlds=20. The sun and the 
solar system as the 21*. 


Beyond solar system as 224 (where there is no difference 
between pain and pleasure, life and death) is the absolute ananda. 
That is how a yogi, and a pure perfect singer achieves power over 
mrtyu and becomes amrta conquering mrtyu. Only the one who 
sings the s#ma and knows the sarvatmaka sama becomes a sarvajnia, 
according to Sankara and since Sankara was given the title of 
sarvajfia it goes without argument that he was proficient in music 


and musical experiences and aesthetics of poetry and music. 
Section 6 


Linguistic and graphic representation of numbers and 
notations 


Before we proceed further, we have to go through the 
memory of the human race in linguistic and numeral 
representations for expressing and communicating as members 
of a society. 
| Each society has at least one means of expressing a number — 

the set or group of either spoken or/and written lexical numerals 
associated with a language. Some cultures also have one or more 
numerical notation systems. The visual non-phonetic system of 
signs is for Tepresenting the number. The numerical notation is 
translinguistic. Signs are graphic representations not tied to any 
language intrinsically, whereas lexical numerals are language 
dependent, ONE, TWO, THREE (lexical numerals), and 1, 2, 3 
(numerical notation). 
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An interdisciplinary project should address the process of 
cognitive psychology, linguistics and the history of science as well 
as anthropology. Therefore, when we speak of musical notations 
which are mathematical and related to ethnomusicology, cognitive 
psychology and linguistics, and history of India, we have to go 
through these topics very briefly. Important contributions on 
numerals are made in linguistics and cognitive psychology and 
anthropology in India by our ancestors. 


Stanislas Dehaenae, director of INSERM-CEA~” cognitive 
neuroimaging unit, professor at College de France, chair of 
experimental computer psychology, has shown the area as 
parietal circuit for number processing. In “number sense”, he 
proposed that human capacity for arithmetic finds its ultimate 
roots in a basis of cerebral system for perception and mental 
manipulation of approximate numbers, very ancient in evolution. 
We share this system with many animal species and it appears 
very early in human development, independently of language. It 
is a primitive system, capable only of basic computations such as 
estimation, comparison, addition and subtraction of approximate 
numbers. On this shared basis, various human cultures invent 
increasingly elaborate cultural tools like symbols, counting 
routines, algorithms for exact addition, multiplication, etc. Thus, 
the origin of human arithmetic lies in both, a universal core 
system of approximate quality and on various tools for exact 
arithmetic. To test this theory he used 


Neuroimaging, 

Neuronal modelling, 

Mental chronometry, 

Study of patients with acalculia and dyscalculia, 


29 Stanislas Dehaenae.Director INSERM-CEA. A cognitive neuroimaging 
unit research on arithmetic and the brain. A survey of research and 
main publications in the cognitive neurosciences of arithmetic. 


Cognitive Neuroimaging research unit. INSERM 562 Unicog.htm 
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Studies of populations in Amazon, and 

Brain imaging/MRI to identify human brain responses during 
arithmetic tasks. Identified a brain area, horizontal 
segment of the (intraparietal) sulcus which has an 
important role in quality representations. (It is this area 
which is represented as the Brahmarandhra of 
Sahasraracakra in ancient texts of India.) 


Decimal system is a positional system used in India. 


Did the sexagesimal sign value used in computations evolve 
from the positional system of decimal? Use of multiplication and 
inversion tables (involving fractions and used for division) and 
positional system allowing reemployment of such tables in any 
range of numbers and in any timespace is an evolution seen in 
Indian astronomy and musical systems (an evolution in cognitive 
mathematical psychology of an ethnical group—the Indians). 
Numerals from 1-9, and a zero. Babylonians also used it upto 59, 
in additive signvalue notation with only 2 basic symbols. For 60, 
we can use a new position and the one symbol reemployed. Thus 
60 (sasti) became prominent in the sexagesimal system and also 
in 2 or 3 other most frequently employed highvalue notations. 
sixty is base of the Babylonian system. six is the base of the old 
Sumerian system. In India, this system exists. But before that, 
India had a system of 5. Because, in the oldest or ancient system, 
the presence of 5 fingers each in the 2 hands making 10 together 
was the most handy abacus for calculations, and 6 was the next 
evolutionary scale transmitted to the Sumerian people. 


THE BODY COUNTING (INCLUDING THE FINGER 
COUNTING) AS THE MOST ANCIENT SYSTEM 

Counting along the fingers (as done in Indian classical 
music), the face on one side of the body and then along the other 
arm coming down existed not only in India but also in some 
other parts of the world, ie, counting beyond fingers and hand. 
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The method was first to make a pair (mithuna). Then add a 
third one or triplet. 


In a family, a male (janaka), female (janani) and a putra/putri 
(child) in the case of society. 

1 

11 

111 


Thus the triplet (trimiirti) actually shows the derivation of 6 
from a single entity (contain 1, in first row, 2 in second row and 3 
in third row making 6 altogether). 


The ability to grasp sets of 2 or 3 objects is found in young 
children as well as among primitive tribes and animals. In 
children, it is natural due to the existence of family life. We can 
count the geneology to hundreds and thousands of human 
forefathers as the rsi of India does and even beyond. But to 
recognize a number of a set greater than a few, the objects should 
be arranged in an easily recognizable pattern. Pairing and three 
grouping were the easiest ancient patterns of the east. This is 
seen in numerical tables. 


For a person who counts with fingers, there is no need for an 
extra sixth finger. But counting practices and_ token 
manipulations were essential. The relation of 5 to 10 shows that 
hands were used for this. Combine this with the doubling for the 
next or previous relation. six and 10 relation is the same as 60 and 
600 relation. Why not use 4 and 9? 


In simple calculations of property, they avoided the risk of 
confusing magnitudes. But in complex calculations of 
adults/scientists/researchers, they are used as_ in 
astronomical/musical texts (This shows why the knowledge was 
in India only, while the simple one was in all over the ancient 
world. The simple one for property calculation was taught to the 
outsiders-the Arabs and the Jews-Sumerians, Assirians before 
them, because they were novices and the complex calculations 
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were the treasure of the ethnic scholars). In Sumerian numerals of 
weight and Egyptian integers, we find the powers of 10. When 
someone amasses gold or goods, bundling provided a means of 
naming the quantity (as we do with bank notes). But without the 
concrete object of a gold coin or rupee also we can count. And 
even children can learn and repeat it as a chant (prayer like) for 
future benefits or blessings and for astronomical calculations, 
memorizing, very high computations. The more the number is 
abstract and complex, the more self-sufficient they become to the 
users. Accustomed to the properties of a number/notation, they 
do not appear as abstraction but as a beautiful experience. 
Manipulating, sequencing, and enumerating the numbers and the 
- qualities of each, establish it as an entity of its own and it has a 
certain seductiveness in it. And this mathematical/musical quality 
is called the beauty or ecstacy of it and is seen when one sings or 
chants the innumerable attributes of a positive entity called God. 


Zero and negative numbers 


The zero is an Indian contribution to the world. From India, it 
went to the Arab world and from them the bankers of north Italy 
embraced it and spread it worldwide. The sole rival for zero is 
the barcode in the electronic media just a _ general 
representational device applicable to any commodity. But it 
actually is a return to the ancient token system. A specific 
barcode is a token type. The appearance of a barcode on a 
commodity is a token. 


What is the meaning of abstract number in developmental 
psychology and in pedagogy that is discussing the whole 
human race in cultural context and in transcultural exchange? 
What do number and number codes mean to a child? In 
pedagogy, we ask whether an individual child has a notion of 
abstract numbers? Whether the child has an abstract notion of 
numerals? If 3 is a set, does one understand 1, 2, 3 as a set? Does 
one understand the last number of the set (3) as the last 
member or as a set member? Grasping the numbers lining up to 
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form a set, each equal to another is difficult to grasp for a child. 
But it is difficult to grasp even for an ordinary adult. That is 
seen in all human races and also in religious sects who 
misunderstand God as the last member of a set. It is just an 
equal (=) in a series of numberline and can continue for ever 
(The number, successor theory of Peano). The trimarti and the 
saptarsi concept of India in advaita is having this understanding. 
The saptasvara on the other hand should be heard (not written) 
to grasp and is a verbal expression shown on a number scale 
numerically for generations of students to learn as an 
educational tool. It is an interactive teaching material as far as 
the ancient teachers are concerned. The teaching material is not 
the same as the experience of ecstacy of divine experience 
which is the ultimate aim. One is rock logic and the other is 
water logic of Dr. de Bono.” 


The conceptual sphere of children and of ancient people had 
the idea of quality (beauty) but not of quantity (amassing 
wealth/possessions) and hence quality is the first and not 
quantity. The sequential sense is a qualitative sense to start with. 


Due to these facts etymologically and from the 10 numeral 
principles of position, presence of 10 fingers, the base of young 
children and of the first human race’s numeracy was on fingers. 
The mastery of this arithmetic operation then proceeded to 
further higher levels. This is so in Indian music, ie, from 3 (which 
as we have already seen includes 4 and 5), to the next ie, 6 and 7 
and then to 10 (which includes 8, 9). 


3+7=10(number of fingers) the next is 11 write on 3 lines. 
1111111 
1111111 
1111111 


30. I Am Right, You Are Wrong, Dr Edward De Bono, Penguin Books, 1991. 


93 


72 | Ragacikitsa 


Sets of 7 ones each (3 grama of 21 total) which is 20 fingers on 
2 hands and 2 feet +1 (each on hand and feet) the srutimandala. 


Represented as zero it will be 5+1 =6 (with 1 as the hand) 6 
46 on each hand give the 12 svarasthana and 24 with feet also 
included (gayatri). i , 

000(trimiirti-3 grama) 

0000000 

0000000 

0000000 


Similarly, 9 could be split to 6 and 3 (5+1 and 3). The 
recreation of this bundling avoids counting in spite of the 
decimal structure of our fingers and this early bundling is done 
in Indian classical music even NOW (right from the time it began 
with this ethnic community). It evolved using pebbles, body 
parts (couwrie shells), the wheel showing central bindu, number 
of spokes different from one another (from 1 to anantam or 
endless) written and spoken numerals, symbols for them, and 
the time taken to pronounce it with your vocal organ and the 
musical rhythms as notation used as an educative tool for 
posterity. Thus, the geneology of musical scale and of vocal 
linguistics and written language is the same to start with and the 
geneology of counting is still there preserved on the fingers of 
the sama musician and his/her art and science for those 
interested in the study of cognition, consciousness and 
ethnomusicology and psychology and anthropology to learn and 
preserve for their students and scientific disciplines. When it is 
too complex, the child may find it difficult to comprehend, and 
the lack of comprehension of the western world of the cultural 
inheritance of India is just because of this fact. The system is too 
complex and needs an interdisciplinary approach and discussion 
which is sometimes not possible for a single individual. 


The fact that the 10 of Chinese as a cross and Romans as an X 
is carry over from an Indian cakra with 4 spokes and a symbol for 
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a numeral as well as a cosmos with 4 sides and a zero and the 
primitive Sricakra is something one will understand with the 
scrutiny of ancient Indian brahmi script and our tradition. For 
those who do not know it, it is just another marking. When a 
number is subscripted, the subscript is the base number and it is 
a value, and not a representation. 


The philosophy of value, aesthetics and virtue 


I am a person interested in valuebased education. Naturally, 
the value and the aesthetics of a virtuous life and its value to 
society is a philosophy which has a prominent role in my 
thought processes. Virtuous deeds and virtuous lives of great 
people, just like the great works of art, evoke the same experience 
of aesthetic beauty*! and wonder in the onlookers. The power of 
great art and the power of a virtuous life has great implications 
in philosophy of India whereas in Western counterpart, virtuous 
life is neglected even by great philosophers. The laws of 
philosophy applied to ideas of human virtue, one has an 
understanding of a great artist’s role in society. Like a Tyagaraja 
or a Meerabai, or an artist/philosopher like Srikrsna. Krsna was 
an example of a great musician and a great philosopher who 
made people around think in positive terms on the value of life 
and one’s dharma in life. He also showed that for those who make 
the society think in negative terms there should be a downfall 
and the dharma should be protected at any cost for the sake of a 
better future for the society and the world at large. The practical 
wisdom of truth, dharma combined with the aesthetic sense of a 
great musician and philosopher, makes up the value of Krsna, a 
perfect individual, as a rare jewel among us. 


If we make an effort to live virtuously, the universe 


ultimately has to act virtuous towards us, as to every action there 
is an equal and opposite reaction. How does an aesthetic 


nl 


31 Indian Aesthetic, An Introducion. Ed. VS. Sethuraman, MacMillan India 
Ltd. 1992. 
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experience develop from a virtuous life? It takes two or more” 
people to create this type of virtue (since it is a social 
interchange). It can come from a single person’s life of meditation 
and prayer, but to communicate that to the society a second 
person is necessary—like Vivekananda in case of Ramakrishna. 
This constitutes a pair (a mithuna). Here it is the guru and the 
disciple who make a pair and not the parents. 


There is objective meaning in the universe deciphered by 
logic. But experienced only through the experience of artistic 
aesthetic beauty and bliss (which Sankara calls svd@nubhiti). The 
beauty of aesthetic experience creates emotions in us. The 
positive emotions represent the epistemological proof that this 
ontology has an objective truth in it. 


The structure of the universe, the structure of Indian classical 
music, the structure of human body, of the cells, atoms, of 
cosmos—everything follow the same natural law. This common 
universal law is the God or divine Brahma/Sakti for the Indian 
philosophy /whatever is the name by which we call it. The law 
controls and exists in the cosmos, in our body and in the art we 
enjoy. Therefore, by experiencing the beauty of either one of 
these, we experience the beauty and natural virtue of the others 
as well. This is the principle of advaita. Thus, life is equal to the 
positive emotional energy giving health, mental, physical, 
intellectual and spiritual. And music is the most aesthetic of arts 
to give this experience effortlessly. 


What is the aesthetic value of virtue? 
We take care of ourselves. We do not blame others for what is our 
responsibility. 
We are living in a world where the people are grateful to each 


other, kind, forgiving, and this reduces tension and stress 
in life. 


32 The Aesthetic of Music: Roger Seruton, pp369 
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Applied non-attachment to the negative in life gives freedom 
from mental obsessions surrounding the negative that do 
so much change in life, but one does not avoid the 
responsibilities of one’s own life. 


Creating virtue is equal to the highest return on the investment of 
living. One who knows the way out of despair, of mundane 
life, not by belittling and crass attitudes of how our demand 
to be treated, but proves life by seeing what happens when 
we pour out a force of creating virtue in the world around 
us. The perfect action for those who live a life on the edge of 
intelligence and creativity is a life of virtue. 

Improvements on life depend upon intelligence, creativity, 
bravery, stamina and Love (with a capital L). To an artist (a 
musician)—even the most modern, innovative and one who 
proclaims to be an atheist—this is the aesthetic doctrine which 
never ends. The act of doing or witnessing kindness, reflection of 
virtue inherent in the creation, living with the thought of a 
benevolent power, within and without us, transforms a person 
who holds quality in mind. Thus, an Indian musician, a sama 
singer, had a divinity within and without, a value unsurpassed in 
life. The relationship of philosophy to psychology is like that of 
an arc of a sinewave getting longer (like a Sruti getting gradually 
merging in the next one). 


Are the voices that men hear internally (like Newton, Socrates) 
only within their minds? Why is there so much evil in the world? 
Since there is evil in the world, and since only a few become 
successful in life, others feel that there is no God or divinity. 
Western philosophers say since they cannot establish existence or 
non-existence of God, they prefer to be on the atheistic side. And 
since life is painful and difficult, they say there is no God. 

But learning calculus/philosophy/ sciences/arts is also 
difficult (at least in the beginning) and not many understand these 
disciplines. It does not mean that such things do not exist. There is 
a value, a blessed feeling of bliss, a joy in learning and grasping art 
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and science. The sheer joy of experiencing the wonder of life of 
even a minute thing on earth has an aesthetic value. 


The pain is because we expect too much from life and we do 
not get it, or may be because we are attached to some things and 
some relationships and we can’t get out of that attachment. So, 
desire is the cause of misery and pain, and non-attachment (or 
surrendering to the will of God is the best way to get out of 
desire. And this philosophy of life is proclaimed by the sama 
singer through his/her bhakti songs with philosophical / mystical 
emotional content and love for the beloved. Love and grace, 
responsibility of life, heroic acts of protection of race, culture and 
arts and traditions sacrificing one’s selfish motives for the entire 
world, make the life valuable and aesthetically enjoyable. Food, 
sex, belongings have their rightful place in living. The 
philosophy of sama music gives only limited importance to these 
as a means of bringing equality of economic conditions and 
hence dharma on earth. Positive emotions, control of emotional 
outbursts and passions, self mastery and the communication of 
love, beauty, truth and dharma through the sweet music give 
aesthetic value to the artist and the art he/she communicates. 
This makes Krsna the most adorable and the most charming 
philosopher/aesthetic, musical genius/valuable human being 
forever. Krsna is love personified. And since God is love (and 
Love is God), Krsna is the perfect Avatdra,* the perfect archytype 
of the Indian psyche. 


Section 7 


Reference to Musical Instruments in India 


Krsna had his flute, Sarasvati her vina, Narada his vina, Nandi his 
mydanga and so on. Flute was used by prehistoric people about 


33 Jung and Kerayi: The Science of Mythology: Essays on the Myth of the 
Divine Child and Mysteries of Eleusius, R.F.C. Hull Routledge, 2002. Also 
refer No: 42 of Preface Howard Gardner pp. 115. 
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50000 years* back, according to archaeological evidences. The 
flute of Krsna is as old as human culture and civilizations. 
Quoting the Kathopanisad (ch 1, section 1, sl 25), we find Yama 
(God of death) asking Naciketa to ask for boons, including 
beautiful celestial women, occupying divine chariots (Ratha with 
wheels) and playing santir (the word used is santiryd--pointing 
out the antiquity of santir) which the boy denies. In Chandogya 
(khanda 6, sl. 6), Siirya is controller of earth and it’s associated 
with worlds the solar system and of all the living things on it, 
and hence people sing on him in praise to attain all 
desires / prosperity /ecstacy etc. Those who play the vina (vinayam 
gayante) also do the same for the very purpose. Both vocal and 
instrumental music is for this purpose during vedantic times. 
Brhadaranyaka Upanisad (Maitreyi brahmanam §lo 7, 8 and 9) throws 
more light about the fact that the rsi knew the exact basic 
principle of sound and light waves and their effect on our 
hearing system. Sloka 7 says: when you strike a dundubhi, a series 
of Sruti sounds comes out of it. We do not hear each of them. We 
just hear the overall sound of the dundubhi. 


Sloka 8 says: when we blow a conch, there is a series of subtle 
dhvanis coming out, but we are unable to grasp them with our 
organ of hearing, and we just hear the sound of the conch. Sloka 9 
says: when we play the vind, several subtle Srutis are made in a 
series, but our sense organ does not differentiate one from the 
other, we just hear the overall sound of the vina. It is noteworthy 
that Yajfiavalkya is quoting three examples to show one point 
and that these are model instruments belonging to 1. Carmavadya 
(instruments covered by skin of animal), on which we strike with 
a hand or with a stick, specially made for the purpose 2. 


34 Prehistoric evidence of flute. Dr Fredrich Seeberger Q Dr Suvarna 
Nalapat, Ragacikitsa: A Treatment with Music, pp. 49-55. Music 
Therapy, the Sacred and the Profane, Ed. T.V.Sairam, Nada Centre for 
Music Therapy, 2006. 
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Susiravadya (with a gap through which air moves producing 
sound) through which one blows one’s breath. 

3. Tantrivadya (string instrument) in which the string is 
vibrated to produce a $ruti mandala. That is the rsi was aware of 
all the different types of instruments and the principle of the 
dhvani and the srutimandala. 


Our form (ripa) is an illusion. Our real nature is energy. 
Cinmatra is the most subtle and smallest unit of energy and 
everything in the cosmos is cinmatra or subtle energy alone. The 
waves of nada energy is seen as particles of light energy and this 
is called nadabrahma by Indian aestheticians and vedantins. The 
waves of energy are everywhere, unseen or unheard by us. The 
cinmatra is experienced, but not seen or heard. Through the laws 
of acoustics, the rsi explains how the unheard become heard. The 
unification of the seen (optics-darsana) with the heard (acoustics- 
Sruti) is seen in the Upanisads, through the sima singing and 
chanting and the accompanying instruments. We hear the gross 
voice of the instrument, but do not distinguish the series of 
subtle srutimandala in it. The subtle series of notes are 
superimposed and following each other, and our sense organ 
hear only the middle part of it. We hear the spoken word but not 
the unspoken or the para, pasyanti or madhyama. We hear the 
music but neither the process of its creation in the mind, soul and 
intellect of the musician, nor do we hear the series of subtle Sruti 
in the music. We are able to grasp only the relative truth of the 
nadabrahma not the whole, absolute truth of it. 


But the true nature of a thing is the most subtle state which is 
indivisible into parts (the smallest unit) and this is called the anu. 
Anu is an atom. The state of anu or the emotion of anu is the 
anubhava or sadakhya (synonym of Devi, the mother) which makes 
its presence felt by a slight vibration. This is the sadbhava for the 
vedantin. We are that sadbhava, just as the sound of the instrument 
is not the audible sound alone, but the series of inaudible and 
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audible sounds or éruti. The life of the svara or nada in music is 
this subtle srutimandala. The comparison is given to the honey 
within a beehive (Khanda 9, $l. 1). One who tastes the honey 
enjoys it, knows by taste that it is honey, and gets nourished by it 
(beehive has several six-sided hexagonal structures in which the 
bee stores honey). One who tastes music also enjoys it, 
experiences that it is good music, and benefits by it, even if 
he/she does not know the composition of it or structure of it. Just 
as we can’t distinguish the droplets of honey collected from 
different flowers belonging to different plants/trees by the bees, 
we cannot distinguish the subtle droplets of srutiwave-quanta 
(energy /wave particles) in music. But we hear the overall music 
and enjoy it. Nadabrahma contains both energy waves and 
particles just as honey contains pollen and the liquid part. This is 
the light and sound energy. We see and hear only the gross 
world, and this is the inadequacy of our sense organs. The 
limitation is because of the three-dimensional limitation of our 
existence on earth. The rhythm on the 4" dimension (time is the 
4 dimension called kalam) is merged in the $ruti series and they 
(time and space) are essentially the same (ike light and sound). It 
is like salt in ocean, coming as rhythmic waves of periodicity, 
regular, according to the natural law. Salt is the rasa (taste) of 
ocean (nadabrahma) and waves are the series of Sruti coming 
periodically /rhythmically. Thus, the rasa and the sruti are not 
different from ocean, but we feel that is different due to our 
limitations in time and space. Tala or time (periodicity) or laya are 
single significant whole, the nadabrahma, of which we are only 
small droplets. 


The first sloka of Brhadaranyaka speaks of the expansion and 
contraction, lightening, thundering, vibration (kampana), raining, 
etc. of the universe, nature, music and there is a comparison of all 
such phenomena into a horse. In the musical sense, the expansion 
is the alapana of a raga, or of a single note (increase the unit of 
measure), contraction is the dhruthakala or speed in which the 
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unit of measure is decreased, lightening is the visualization of 
music (lightwaves as gross form of the dhyana devata of the raga), 
thunder is the hearing of the nada as waves of gross sounds, 
kampana is the vibration of the electromagnetic force or the strings, 
a type of gamaka in music, employed by musicians. In nature it 
denotes the vibration of earth ready to receive the sun’s blessing as 
a downpour of rain, the listener’s ear and mind ready to receive 
the downpour of svara as music from the musician. 


Varsa or rain is the series of svara, Sruti, and their combinations 
making different electromagnetic mandalas of waves forming 
different ragas (jati) which nourish the earth, the 
emotion/ecstacy /health of the singer and the listener alike. The rsi 
is aware that the soundwave and lightwave are experienced as 
electromagnetic vibrations and have the ability of attraction. The 
dynamic field of expanding/contracting/vibrant energy its 
macrocosmic and microcosmic components and manifestations its 
powers on mind, body, intellect and spiritual health of individuals 
was known from very ancient times. The fact that energy is 
manifested in different forms was known to the Indian 
astronomers (which I had explained in Paficasidhantika) and here 
the rsi tells us that he was aware of the acoustics and optics of it. 
He was aware that the rasa (bliss) to be known, the body should 
contain water (jala) since water is a powerful conductor of 
electricity. Therefore, he calls jala as rasa. Siirya is hot and glowing, 
the light and sound source of electromagnetic energy fields. One 
does not expect the rsi to call him watery, but he calls him Arka 
(aa+ri+ka=3 words denoting the water used for washing a guest's 
feet) and knows that if the sun was not there, the water bearing 
clouds will not be formed and the earth will not get the life giving 
waters. Hence, he utters the mantra: “Apo vai arka”. When the rasa 
of the sun is heated we get rains. Rains give us rivers, and both 
rivers and rains give us food as plants. Food is the essence or rasa 
with which our body with its organs (a/gas) grows with 
nourishment. Thus, sun’s energy is converted into biological 
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energy in us and both are the same. This energy in the argas 
(organs) is called angirasa. Prana is the angirasa. From which organ 
the prina leaves that organ become functionless (paralysed), 
shriveled, and when prana (mukhya) leaves body the whole body is 
functionless and we say the organism is dead. In this way, the 
macrocosmic and microcosmic levels of energy are unified and 
then the flow of the energy in both as sound and light waves and 
as raga scales is easily explained. 

Brhadaranyaka gives the names of the 7 rsis/pranas who enjoy 
the rasa of wisdom and music in the head region. 


Gautama and Bharadvaja -two ears (hear) 

Visvamitra and Jamadagni-2 eyes (visualize) 

Vasistha and KaSyapa-2 nostrils (prinasaficara-breathing) 

Athri -the jihua who helps swallowing and production of 
voice. Each has a female counterpart (saptamatru). 


The female Vak as the astami—the word from the face of the 
cosmic purusa (music/literature) is the deity who is propitiated by 
all these for blessing. The rasamayi vak grasps, understands, enjoys, 
communicates the experiences and she is called the rasana or 
aesthetics. Whatever is subtle is the essence of rasa. The known and 
the knower of the experience are the rasa and the rasana who is the 
mother who gives the 7" annam to all her children, all the rsis. 


The 7" anna is the mother’s milk, the cause of our life, 
sustaining our life, and it comes from the breasts of the mother 
(sangita, sahitya) from her life blood. It is because of this, the 
brahmanas give milk ablations in fire (fire is vag, the mother) (one 
in the morning sandhya and one in evening sandhya) twice a day 
for 360 days (making 720 ablutions) completing a cycle. The 
number also is denoting the melakartaraga number multiplied by 
10. The sacrificial altar itself is made of 720 pieces of clay bricks 
(istika) because of this. The basis of melakarta scale thus has 
Vedic/mathematical/ astronomical/cosmological and medical 
meanings and connotations apart from aesthetics and respect for 
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the mother Goddess and the Propitiation of education (vidya) for 
all the developments that one can desire in life. When the mother 
is pleased, she gives milk to the child with love and the child is 
nourished and words of wisdom, sweet as honey flow out of his 
mouth effortlessly and without a mistake. That is, effortless 
creativity of sangita and sahitya is a boon given to a genius by the 
mother vidya. It is as effortless as breathing in a normal healthy 
human being, as effortless as a flower blooming in a plant in 
spring season. 

Breathing is the comparison given here. It is controlled like 
the heartbeat by the autonomous nervous system on which we 
have no conscious control. Creativity is also like that. It is a 
choiceless, awareness and function bestowed upon us as a divine 
grace, by the \lifegiving principle itself. This is given only to a 
Suitable vehicle on earth, to revive and protect the vidya and 
culture for the generations to come, for them to know and enjoy 
and grow. Therefore, people with that blessing of genius are 
called the vidya (mother) incarnate. 


The concept and principle of a Satatantri yazh (vind with 100 
strings) is seen in the Svetasvetara Upanisad (ch 5.81 9 Sudhasindhu, 
page 141, ed. 2003. D. C. Books). 

Valagra Satabhagasya 

Satada kalpitasya ca 

Bhago jiva savigneya: 

Sa canantyaya kalpate. 


The hair of Kesava (Visnu) was divided into 100 parts. 1/100 
of it was again divided into 100 parts, that is each part is now 
1/10000 of a hair of Visnu (Sarya Narayana). One hair represents 
one light/soundwave or one ray. 1/10000 part of it is a jiva. This 
jtva forms anantam (endless) kalpana (imaginations) and endless 
creations out of such kalpana/bhavana. In this way, from the hair 
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of Keéava, when he took the female form of Mohini, kaisikivriti 
(and music) was created, according to Bharatamuni in 
Natyasastra. And he says that this art is capable of captivating 
even the mind of Siva, the perfect yogin. 

What is the significance of this division. The 1/100 sata (Sata 
is cent) is still known as the 1/100" part of a semitone by the 
western world of musicians, or it is the 1/1200 part of a 
samasaptaka (octave). This is the decimal system of the zodiac and 
represents the formation of the ancient Satatantri yazh, very 
popular to the ancient texts of India. 

Why 1/1200? Because each of the 12 divisions of the zodiac 
(the 12 srutisthana) is first divided to 100 parts. 


100X12=1200 


Fig 1.7 Satatantri division of Zodiac 


105 









84 | Ragacikitsa 


Since there are 6 seasons 1200/72=6, which is not 
contradictory to the decimal clock with only 5 faces/5 seasons, 
5X72=360. ’ ae 

The Sanmukha (sadcakra with 6 faces (Muruka) and 
paficamukha (paficapada) which can be Gananatha, Gayatri, or Siva 
are thus compared and unified /equalized mathematically. er 

Table 1.12 a 


Sanmukha and paficamukha 


Sanmukha /6 pointed star Paficamukha/5 pointed star 
Satatantri yazh 12 faces_|Decimal clock 10 faces 
12 Sruti/rasi positions 






120X 6=7200 100X72=7200 


Z 


Significance of satabhaga (the cent). _ 
Two (2) is a Saktisankhya (power number). The Sakti of Dvanda\ 
(2) or the Sivasakti mithuna (pair) combined is shown as the 12 or | 
dvadaga as mirror image of the 6 faces. Based on it, the interval 
ratios have logarithmic dimensions or measurements. Our ears | — 
are capable of hearing in logarithmic dimensions, provided they | 
are trained for it by constant listening. The ratios of these 
intervals were known to Indians from time immemorial. In |— 
Kerala, Madhava of samgamagrama (in banks of Periyar where | 
there is confluence of 7 river waters) and Nilakantha near the | 
banks of Bharatapuzha (in Tirunavai) had explained this in detail 
known as the Madhava-Nilkantha series® (later called Gregory 
series by the western scientists).The ratios are as follows: 


eo 

35 Madhava-Nilkantha Gregory series: Mukhopadhyaya A, Adhikari, 

MR, Historical developmental concepts of Pai. A passage through 
India since 3000 BC. Indian Crusader, 7(2):11,1993. 
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5&4=3:2 & 4:3 

sum 1] =3:2X4:3=12:6=2;1 

sum 2 =3:2=paficama, 4:3=madhyama 

= 702 + 498 =1200 

difference=3:2X3:4=9:8 

702-498=204 

To measure the satabhagha or cent of the two intervals a, and 
b, the equation is (log 2a: b) X 1200. 

In Indian astronomy, the earth and the cosmos were 
identified as gola (sphere) with 360 degree. This mandala structure 
had to be made into a square/or rectangle for construction of 
vastu, which is called caturasrikaranam (making a sphere into a 
square). 

The Sricakra, Sriyantra, hexagons, pentagons, octagons, 
dodecahedrons, etc. all follow the same mathematical principles 
of construction. And the law of the  paficamukha 
(paficapada/paficabhuja) was accepted as the suvarnaniyama 
(golden rule) to measure the aesthetic beauty of a structure and 
of the ecstacy of dnanda derived out of it. This is the 
Tripurasundari’s wheel (cosmic and _ earthly-macro and 
microlevels) seen in poetics, vastu, music and in human body and 
nature made of 5 elements. 


The sruti number of Indians divided by the svara number 
gives the value of pai (z). 


22 /7=3.142857, 142857, 142857...... recurring decimal. This is a 
transcendental number used for measuring the paridhi (limit) of 
something cyclical and spherical with no limit. The limit of the 
limitless is limitless,°° and Madhava did calculations to find the % 
and 1/8" of pai. 


36 Limit of the limitless is Zero (Paridhi of paridhi). Concept of zero. 
Paficasidhantika, Varahamihira: Commentary and Comparison with 
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1. /4=0.785714, 285714, 285714.... 


1 /8=0.392857, 12857, 12857...all are recurring decimals. This 
is used in astronomy as rasi, hora, drekkana, saptamsa, dvadasamsa 
etc. and in music as ragariipa, Sruti mandala. The same 
mathematical rule applied in jyotisa (study of light-visual 
universe and optics) and music (study of acoustics-nada, sound). 
If we do the upacara for 16 times on pai, (sodasa upacira) we get a 
16 division structure and it is with this figure we get the first 
fraction (with 10 decimal places) which is not a recurrent 
decimal. 


Pai/16=.1984285825. 
Table 1.13 


Madhava-Nilakantha Sreni (Gregory series). 


rasi___[hora|drekkanam|-_|- _|saptamsam|__|dvadasamsam|-__ 


30 15 {10 75 3.75)2.5 2.307 
degree 


Reveda says that dvadaéa (12) X trini (3) X trisatam (300) is the 
ardhapranasamkhya (which is 36X300) and one pranasamkhya 
(21600) is needed for the singing of saémamasangita. And that 
21600X sasti (60) times is the tretayuga sankhya 129600 and 129600 
pranas if one offers with a Sankha (conch) with an acalacetas 
(concentrated mind fixed in samadhi) is nadayogasadhana. The 
Rgveda also was aware of the algebraic equations of Sivagakti 
equalization (samikarana of Sivasakti as pranahamsamithuna), sine- 
cosine balancing, kuttaka or differential calculus, rules of exponents 
and the commutation of infinite bliss and the easiest method of 








Modern Scientific Thought by Dr Suvarna Nalapat ch 4 pp. 196, NBS, 
Kottayam. 


Q Annals of A.N.Y.Ac of sciences pp.205 volo. 257, 1975 for comparison. 
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deriving that bliss with music and musical notes as mentioned 
above. 


How do you know the 6® dimension of music 
mathematically? How do you become aware of the 6" dimension 
touching you at a divine plane? The first is a logical 
mathematical answer as given below. The second is a choiceless 
awareness of a divine power (which you may call God or not) 
playing a /ila within you, and outside which one cannot explain 
but simply experience and enjoy. 

Mathematical awareness of 6" dimension: 

A, a2, a3, a4, a5, a6, a7....... al00....a(n) 


It is arcika if a=3. The familiar 3 dimensional space in which 
we are aware of our physical body/world and there is only one 
prasthara, the physical. 


It is Gathika when it is a2. In a2 which is 3X3=9, there is 3 
dimensional space and the 3 dimensions of time making 9 and two 
prastharas, one of space and the other of time. The relative 
movements of these spacetimes are measured, with 9 points in 
space in relation to the physical body, our earth, the planet on which 
we live, breathe and experience. These 9 points are called graha. 

It becomes samika when it is a3, which is 3X3X3=27. Fixed 
star clusters of 27 points and 6 prasthara. Movement of the 
universe in relation to the fixed star clusters which is nirayana 
(motionless-Siva). 

Svarantara is a4, which is 81 (it is 9X9). 24 prastharas and a 
new sarga or creation. sa, ri, ga, m (the first 4 svaras is the word for 
every new creation we use in Sanskrit). 

Oudhava or paficama is a5, 243 and there is 120 prasthara. The 
paficama is the second equalizer in music. Here the golden rule 
sets in. 24 is the number of letters in the Gayatri mantra, and 
Gayatri has 5 faces, with 5 different colours, and 120 prasthara 
multiplied by 10 is the 1/1200 number of a samasaptaka. 
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Sadava is a6 which is 729, the sadbindu (synonym for Visnu) 
and sadcakra ($ri/vidya) and Sanmukha (Muruga). Sddava has 720 
prastharas. The number is near to 72, the melakarta scale number, 
the spherical geometry number and here the cosmic beauty of 
the raga scale is awakened simultaneously in the cosmos and the 
biological body of the organism through music. 


Then is the samasaptaka or the sampirnaraga with 5040 
prasthara. In kiitathanam also there are 5040 sampiirnatana. Here 
is the Pascal’s triangle or Khandameru as it is called in Indian 
aesthetics and poetics, and in mathematics, astronomy alike. 


Drawing a khandameru” (Pascal's triangle) 


From below upwards, in 7 steps a pyramidal structure is 
built in vastu The lowest base with 5040 and the highest with 1. 
1=1 
2=1X2 
=2X3 
24=6X4 
120=24X5 
720=120X6 
5040=720x7 


Table 1.14 
Khandameru Prasthara 








37 Pascal’s triangle, Khandameruprasthara. Innatte Amma (Today’s mother) 
Dr Suvarna Nalapat. Balasahithiprakasan, ch. 9, pp.38-43, 
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The Brahmananda (bliss) measurement of the aestheticians is 
1,000,000,000,000 times greater than that of a healthy human 
being having all the pleasures of life. Just as they drew the 
Pascal’s triangle (khandameru) on 7 number lines, here also they 
drew it on 13 lines or better term a vithi/a path (or road). 

The 13 line represents the number named parardham in 
Sanskrit numeral naming. The bliss of Brahma is parardham, 
greater than that of a healthy man. It is represented as below. 
Srarting from 1 below upwards to parardham above. 


Table 1.15 


Bliss as Pardrdham 





The diagonal (karna) is Seaiod by 1. In the reverse order, we 
can write it as position and the name of the number as follows: 
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Table 1.16 


Ekam to Parardham 


eal oda og (lls 
10 
1 






— 







Or ee 
aa i ppeeh 
ae ee 
i See 10)*,=(100)? 
ic a 
1000000 10)°=(100)? |p 
‘10000000 |(10"_—farbudham _| 
10)*=(100)* 
1000000000 _|(10)’__[samudram 
10000000000 _|(10)°=(100)'|madhyamam| 
100000000000 | ot» | 


On the 13" line, there are 12 zeroes. 


If we take the word ‘of the Rgveda that 21600 is the minimum 
number of pranahansa is required to sing a sama, suppose a singer (a 
yogi) breathes 15 times a minute, in an hour he breathes 900 times 
and in 2 hours 1800 times, and in 8 hours 7200 times. Since there are 
3 such periods in 24 hour/a day, we take in 21600 breaths in 24 
hours, and the Rgveda is speaking about this choiceless taking in of 
breath and the sadhana is 24 hours/a day, without thinking or doing 
any other thing, and it requires strong will and a dedication to the 
purpose. The 7200 prinahansas correspond to the 72 possible 
combinations of the saptasvara, and 12 svarastana with 21 Srutimandala 
(3X7) which can create 5040 prastharas. And since 72 is the number of 
heart beats per minute the breath, the heart beat and the music are 
unified in cosmic biological timecycles and energy cycles. 
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The bijaganita sankalana of Siva and Sakti (as a pair) or a 
pranahansamithuna on a numberscale for measuring aesthetic 
beauty of the 7 sampirnardgas in 72 possible combinations of 
melakartaraga, to obtain brahmananda of parardham is thus 
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Table 1.17 


Bliss in Sampirnaraga 






i ood 
a el teieshe sreceticia noe 
1 R 1 

i 

| = 


compare with the modern version of the 6 different types of 
human voice given below 
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PEERED SE 





Fig 1.8 


It was this principle used in the construction of the ancient 
Satatantri yazh and shows that the ancient rsis were perfectly aware of 
the musical notes and the musical intervals as well as the bioenergy, 
cosmic energy unification mathematically, logically, and experience- 
wise. They knew the musical/mathematical intervals and their 
ratios. They knew the gati (movement) of periodic and non-periodic 
particles/waves, which could be regular or irregular, which could 
be simple or complex and also that the symmetrical, regular, 
periodic intervals give bliss, but the grasping power of the listeners 
is more towards the simple gati, and the musician should not be 
contended with that alone, and he/she has to strive the maximum 
to get the maximum (parardham) bliss possible by trying the most 
complex, regular, periodic sampurna scale patterns and try to give 
this experience to the listeners as well. This is the basis for the 72 
melakarta scale and its aesthetic possibilities. 

A particle of vibrating air is not in the same plane, but at 
different planes, intersecting each other at right angles, at a point of 
rest of the particle, and that a sound gives a mental impression of a 
svara only when there is periodicity which is regular. They knew 
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that the musical note is a specific number of vibrations per second, 
and the number of vibrations is known as the vibration number for 
that particular Sruti. They knew that the astronomical timeclock is 
equivalent to the biological clock and the rhythm of our breathing 
and heartbeat and our circadian rhythms. They can explain it 
mathematically and by demonstration of voice to the students, and 
show them how the masses (who are not initiates or who are not 
aware of the logic or mathematics of the science) also are made to 
feel the bliss or experience of the art, by singing in perfect sruti and 
thythm, and by harmony and symphony of using the different 
instruments like vind, mrdanga, santhitr, thamburu, ghata, etc. They 
knew the process of compounding the waves of sounds as waves of 
algebraic additions and balancing the crests (medu in Tamil—the 
male) and troughs (pallam—the female) which are the movements or 
gati above and below the line of rest (+vet+above and —ve below the 
restline). Addition of the contrary movement is actually subtraction 
of one from the other and therefore is algebraic addition and by 
balancing like that one can achieve perfect Santi or calm of mind and 
body. This technique was known as nadalayayoga. 


They also knew that the note is not a pure sound. But a series 
of sounds of which the lowest in pitch is the one which the ear 
recognizes as the prime note. The series they called a Sreni or gana 
or a grama (a group) since these series could be used in harmony 
as a series of partial tones (a parardhaéreni), the Satatantri yazh was 
constructed on this scientific principle of acoustics. 


Suppose X is the adharasruti, or the prime note, series 2X, 3X, 
4X....16X and so on. In vocal singing, the vowels or svara have origin 
in a difference, unconsciously made in the choice of partial tones. 


We know that writing music in which the pitch of the note is 
shown by position in a line (which is called a rekha and a path or 
vidhi in Indian situations) for a voyage (called a prasthara-an 
expansion) came to be known in Europe only in 800AD. But the 
Indian singers and aestheticians of the Vedic and vedantic period 
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and the vedangajyotisa period knew this. Commenting on the 25" 
éloka of the the 4 brahmana (Saririkbrahmana) of Brhadaranyaka 
Upanisad, Sankara states this mathematical principle and the use 
of it to demonstrate the nature of varna (sound and colour) and 
its maximum aesthetic bliss (page 1123, Sudhasindhu, 2003 
edition. D.C. Books). 


- The yazh is a Tamil word for vind but the instrument was 
more like a sarangi (the old santiir as we see in the Kathopanisad) 
and it was used as an accompaniment for vocal music, producing 
something like a heterophony (with scope for manodharma in 
intervals between the vocal renderings or between two or more 
different melodies). The use of polyphony (use of different 
instruments as accompaniment to vocal) was there in India to 
strengthen the effect of the vocalist on the crowd in a kuccheri 
situation (and hence it becomes a type of symphony). Human 
voice is not restricted to any scale. It can depart from the equal 
temperament (division into 12 equal parts) and do lot of 
manodharma to produce beautiful, instantaneous and effortless 
creative, original musical styles. The satatantri yazh was created to 
have an effect equal or nearly equal to the range of the human 
voice. The first yazh was with a single string called a karadhuni, 
with which sage Agastya sang his hymns during the Vedic/pre- 
Vedic periods (Agastya is well known to south Indians as 
Agathtyar). During Tirugnanasambandhar’s times, the yizh was 
very popular and we find Tirunilakandayazhpanar with the yazh as 
accompaniment to the vocal music of Sambandhar. When 
Sambandhar used vegasvara (vesara) in Athana, the yazh could not 
follow the range. In Cilapatikaram days, yazh was very popular 
and had more range, as we see from that great epic. 


As a Sreni progresses, the notes become nearer and nearer 
and intervals between consecutive members form consonances 
early (which is called samvadi) and dissonances (vivadhi) later on. 
The vivadi/samvadi concept of melakarta raga is as follows: 
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Sadjam fixed equalizer 5" 3/2. Satabhaga 702 
Rsabha 

Gandhara 

Madhyama 

Paficama fixe, Equalizer, 4° 4/3, Satabhaga 498 
Dhaivata 

Nisada. 


The total Satabhaga of the 2 equalisers is 1200 parts and with 
these the twin fixed notes equalize all the members of the octave. 
And if it is perfectly equalized, there should not be any vivadi or 
dissonances. 


The division therefore is more like an ellipse, and not like an 
equal circle. Not 600+600 but 702+498. 


Why did Indians use 13 lines as a grid for 28 intervals (the 
naksatra number)? They very well knew that they could not divide 
the octave (or the cosmos either) into 2 equal parts. The ratio 
which makes 2/1 when multiplied by itself, between sadja and 
kaisikinisada is squareroot of 2/1 and it is an akarani, that cannot be 
solved. To divide into 3 equal parts, the ratio becomes cube root of 
2/1 again which is an akarani and so on, which I had described in 
the astronomy work on Paficasidhantika in detail. The same is 
applied to the samasaptaka or octave, and knowing very well that 
1200 equal divisions are theoretical, and that for equalizing, one 
needs a pair, one bigger and one smaller, not two equals. They use 
sadja which is bigger than paficama, but they say that paficama is 
more beautiful than sadja. To describe an interval, one has to state 
the content in cent (Satabaga), the ratio (anupata) and the nearest 
whole number and also give a name to each scale. 

Now we get a comparison of what the Indians did and what 
the western people did and a comparison shows the magnitude 
of knowledge of the Indians. It was this knowledge that they 
made the most complex and the most beautiful music and 
obtained bliss uncomparable. 
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The first number or svara is sadja and is represented by F in 
the west and it has 702 cents. The rest (remaining 6) are shown 
here in the table 18 A, B, C, D, E and F: : 


Table 1.18 


AtoF 
Tone/semitone, thirds, fourths, fifths, sixth/semitone/sevenths 


A. 
Tone/ |Sadja/Komalatamarsabha ee eine 
| ____|Sa-/Komalatararsaba_—[21/20[85 [| 
pritafrceonctts oe tvonfe rosie ot fe 
second 
(minor) mode 
pbvit Sa/thivrari (major) 9/8 re Bright,lively |Major 


B. 


2106 
| minor 3 


____|Sa/sadharanagandhara__|6/5_[316[ —[Minor3___ 
i, adit 
raisins cicclad 
seid sis es 







: 







ag 


Major 3 


Rikomalataram/makomalam|9/7 
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D. 
The false 5* [40/27 







The 4" and 5" belong to the chromatic tritons and have a 
total of 3600 (1608+1992) and thus represents 360 degree X 10 


E. 
Sixths or |Pa/komalatamadai- |28/27 Small soft 
emitones vata semitone 

Rtas Pa/komalatharadha |21/20 Soft semitone 

| ___ |Pa/komaladaivatam|16/15 

____|Pa/madhyativradha|10/9 [182 

| [Pa/tivradha (9/8 204 | Major tone 

fF ; 

Pa/komalani 32/27 oh mi 

Pa/kaisikinisada 






~~ 














ee Sarit 

| fPa/tivranisada [5/4 |386 | Major third 
|__| Pa/tivrataranisada|81/64|408 | ditone 
Mee GT ee ee ee ee 





A grand total of 8402 is obtained which on continued 
division with 2 will give a structure which when divided 13 
times becomes 1.025634765625, the closest number to 1. 
Therefore, 13 lines (grids) to show 28 intervals (28 is 4 times 7, 
and is the number of naksatra, including abhijit) and for 1200 
Satabhaga theoretically, and at the same time, the 13 grid 
expressing the parardha or maximum dnanda possible. 


Determination of a jati (a raga was called a jati in times of 
Bharatamuni) from a grama or a group was by the essential 
property of a grama or group being the order of intervals. 
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TABLE 1.19 


Grama as order of intervals 





Based on seven svara, seven jatis were known in the early 
period with ragadhyanadevata for each. And these were called the 
saptamatrka (the 7 celestial mothers). 


TABLE 1.20 


Indian and Greek — celestial melodic angels 











Reet SC ALAR age cae ge: 


Since Indian classical music js very rich in modes, 
classification of melody according to modes or jati is a super 
human task and intellectual attempts have been done on it 
from time immemorial and many of them failed (since the 
property of akarani is there for a spherical geometry). The 
word grama and the mode are denoted by the word harmonia 
by the western people, and the ancient instrument of sarangi 
(Satatantry yazh) was an old harmonia of the Indians, a very 
useful sruti box of highest possible Tange to accompany the 
human voice. It did combine the 23 notes in an octave and is 
considered to be the invention of Sarangadeva, in whose name 
the word saranga is a prefix. It is also the bow of Visnu, the 
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first one to sing sama (the Kuravamutalvan® according to 
Tamilians of Sarigham age). The Sapa fixity of the Hanumat 
matha of the south and the ri, dha mobility of the Bharatamuni 
matha of the north are employed in it. For a vind, only 12 notes 
will suffice. But for a vocal singer, this is not enough. One has 
to use a tempered harmonium with at least 23 notes and the 
yazh was designed to give this facility, as we have seen above. 


M.T. Naidu’s® Ganavidyasafijani tells us that the Hanumat 
Matha system of south India used 16 Srutimandala instead of 12 
svarastana, in accordance with the moon (lunar) days. These were, 
sa, pa, 3 types of ri, 3 types of ga, 2 types of ma, 3 types of dha, and 
3 types of ni. Baroda music conference in 1916 accepted this view. 
These 16 were used from the time of Hanuméan, the devotee of 
Visnu in his Rama avatar, in Tretayug and was rediscovered by 
Krsna in Doaparayuga, and by Bharatamuni, Matanga and later 
on by various saint musicians, and in 13 century by the 
vedantin/ musician Vidyaranya gave a new impetus by giving the 
new names of the modern melakartaragas, and it was this that 
Venkatamakhi® rediscovered and it was not a new thing but a 
resuscitation or rediscovery of an old concept. Sangitaparyatan 
(17/18 century) mentions the 23 note system. 23 note system is 
related to the Gayatri (24 sylables) and to the Chandagastra of 
ancient people. 

Our ancestors of the pre-Vedic times used human voice with 
a wide range as the main, and accompaniments made in its 
model like 


RRR a a See 

38 Tamil epic Cilappatikaram by Elango Adikal, an erstwhile Cera prince, 
trans Nenmara Viswanathan Nair, Kerala Sahitya Academy. 

39 Encyclopedia of Indian Music with reference to Raga-Nrtya series.3. 
Sri Sad Guru Publications, Delhi, 1988. Pp. 13, QM. T. Naidu. 
Ganavidyasafijeevani. 

40 Venkatamakhi, Chathurdandiprakasika., Music Academi., Madras, 1986. 
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Tantrivadya (sarangi, vina) for getting the harmonics 
Susiravadya (like conch, flute) for melody 


Carmavadya (like damaru, dundubhi, perumpara etc.) to 
keep tala/kala/rhythm. 

The human body covered by skin and having the 9-11 susira 
(especially the 7 susira in face), and the muscles and the néadi 
system working as strings or tantri, and as a paficaloha or solid 
structure which on stimulation (striking with another) produces 
agni (energy) of sound, as an arani (a wooden thing) behaves as a 
combination of all types of instruments. And even as a singing 
bowl of the sage/rsi which produces the sound of OM, and 
which on touch transmits the electric current as if struck by 
lightening, the human body behaves with all the properties of a 
sound wave transmitting and producing instrument. In a kucheri, 
to enhance these effects of the vocal singer, the instruments (each 
with a different quality of the singer’s body/range of function) 
were used as accompaniments. Therefore, the kucheri is a 
harmony-cum-symphony. Jairaz Bhoy (1990) #! demonstrated that 
the modern classification of instruments into 4 primary divisions 
by the western people is the adaptation from Bharatamuni’s 
Natyasastra. It is as follows. 


Table 1.21 


Indian and western musical instruments 
(santuryam ) 
(dundubhi) 

and 


si With hollow aerophone 
openings for air current 
(flute). 


LL 


41 Jairaz Bhoy, 1990, http:// www.Music.edu.ac.uk/euchmi/cimeim/ 
iwte/htm. | 





chordophone 
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the susumna with CSF 


Human body with all these properties gets maximum benefit 
if human vocal singing with or without accompaniments is 
given. 

Many scholars of music have a misconcept that the Indian 
musical instruments are the adaptation of the western ones, 
including the sdaranga. The above mentioned references from the 
vedantic texts should open their eyes to the fact that it was the 
principles of acoustics developed along with the principles of 
mathematics and optics in India and it was to demonstrate the 
principles of acoustics the instruments were thouroughly and 
exhaustively studied and used both for demonstration to the 
initiate disciple and for giving bliss to the non-initiate masses 
who do not know the principles or the art and science of music. 
Only late in the evolution of the human race, this happened in 
the western world. The old concepts and instruments were 
improvised and these improvised instruments sold in the 
colonies. In Brhadaranyaka Gatibrahmana, dealing with gati or 
movement, Yajfiavalkya speaks of the Rathacakra (with spokes 
which may vary in number) /ambara (an extinct instrument with a 
hole in the centre) and a dundubhi (a skin covered one), and this 
reference of Yajfiavalkya again bears testimony to his knowledge 
of different types of musical instruments, and their principles 
and these literary sources are here quoted for those who are 
interested in ethnomusicology. 


Saptarsimandala is a favourite theme of all astronomers and 
Vedic/pre-Vedic scholars and sages and the tribals of India. Every 
one in the subcontinent knows the saptarsis and their consorts, 
the saptamatrka. It is a constellation in the sky, and is to the north 
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pole and these are identified with the 7 rsis of the Vedic period, 
the direct mental offsprings of the Brahma, and as the 
saptasvara /varna/agni. The constellation is called the great bear in 
common language and is the Ursa major in the constellation near 
the Magha. 


In Mudumala® village near the University of Hyderabad 
there is a rock inscription showing the great bear. This megalithic 
rock is considered as the first physical representation of the sky 
in south Asia by Dr. K. P. Rao, reader of history department in 
Hyderabad University. 


The inscription is on a square table like rock. The ancestors 
have chosen a square (to show that it is the caturaSrikarana of 
spherical geometry /cosmos). The top is flat and slanting to show 
that it follows the rule or law of geodesic. There are 4 stars like a 
rectangle above, but with no baseline to connect the 
undersurface, and this actually resembles the soundwave which 
the modern musicians use. There are 3 tailstars and the stars are 
cupmarks on rock, like zeroes, not as lines or symbols of one, and 
the fact that the place where it is: found is away from the sea, is 
very important. The fact that the caravans and seavoyagers of 
ancient world relied on saptarsi to know direction is well known. 
But to see that inscription on a rock which is nowhere near the 
sea shows that there were observers on mountainous areas, who 
found these on their own research and observation, just for the 
enjoyment of knowledge. The ancient observer at Mudumala was 
aware of the cosmic trajectories, of the alignment, of sunrise and 
sunset at the summer and winter solstice and the equinoxes and 
of other star clusters. 


But it is the arrangement of the zeroes which is of interest to 
me. I had just described the arrangement of zeroes and of the 
existence of a §rutimandala according to the rule. 


42 Mudumala inscription, K.P. Rao. (Report in The Hindu national daily) 
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Now look at the cupmark of the megalith. We find the 
saptarsi etched above as 7 stars. 


Below that is a series of 3 rows of cupmarks (zeroes) with 4 
cm diameter and less than 0.5 cm depth. And the stone is on the 
south-west periphery of a site on an elevated place surrounded 
by megalithic stone circles. The south-west is the site called the 
kannimila in vastu, and it is here that we keep the saptamatrka as 
hooded serpents protecting the race. This is significant. 


000 

0 

000 
000000000 
00000000000 
00000000000 
0 


The arrangement of cupmarks is like this. The first 3 rows 
show the 7 stars of the saptarsimandala, 3 of them as a tail and 
the 4 above joined as a square. The next 3 rows show 
cupmarks of 9, 11, 11 each in each row, making a 9+11+11=31 
total. But the first of the rows excluded, the last two rows of 11 
each is the Srutisankhya 22. The first row 9 is the navarasa 
sankhya of the aesthetics. 


Just like the 4 stars in the first 3 rows form a square (closed 
with 4 sides), the 5 stars on the next 3 rows are forming a square 
(but open at one end, having only 3 sides) and excluding these 5 
stars, the number of the free stars is 7+10+9=26 only. This and the 
2 star pair in the last row (the mithuna or couple) makes up 28 
stars of the zodiac. Taking the parent pair as one (Siva Sakti) there 
are only 27 stars. 


But there is another very important thing which I find 
interesting. One can actually put the rock upside down, or view 
it from the other side and then the arrangement is as follows: 
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00 
00000000000 
00000000000 
000000000 
0000000 


And if one adopts the style of the rsi employed in the 
prasthara of chandas and raga, it can be written like this in order, 
forming a definite pattern within columns/vithi. 





The first 4 rows are 2 (mithuna of parents-janaka), 
+11x2+9=2+22+9=31 and this +the 3 free tailmarks constitute the 
36 saktisamkhya and the 36 melakartaraga on one side. 


The last row of 7 rsis is grouped as 4 in a cluster (closed and 3 
open which is 4X3=12). At the same time, these 7 X 3 times form 
the 21 mircana or the 21 rivers of honey mentioned in the Veda, 
with the 7 rsis on its bank (as described earlier). The figure is 
comparable to the 6 different types of human voices possible 
with the octave, as already discussed. 


There are a total row of 7 (svaras). And all are zeroes, zero 
here functions as a number, a place value and a concept of God, 
the khahara, or Visnu/Brahma, from whom the pair, the triplet, 
the seven, the five (beauty number) and the 21 Sruti, 9 rasa graha 
of solar system, 27-28 star clusters of cosmos as the strings of the 
vind of Sarasvati, the mother, (to whom saptamatri belong) 
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originates. Therefore, this pictograph does not merely indicate 
the picture of the greatbear alone and on ethnomusicological, 
cultural and paleohistorical point it is a great ideogram, just as 
the thovary inscriptions are (as I had pointed out earlier in some 
of my works). This is a rekhaganita using both horizontal and 
vertical lines and using 9 numerals as zero (the 4th line), and 11 
in the next two as Srutimandala, of 2 gramas. We must understand 
that Fibonaacci accepted the concept of zero only in the 12th 
century AD and only after that the Fibonaacci series and the 
relation of it to the modes and its interval ratios and its relation 
to the Bode’s law were recognized in Europe. But Fibonaacci got 
the system from Al Kwarizzmi translation by Adeladrd of Bath, 
and Al Kwarizzmi*- from India. The book Liber Abacci (A tract 
about abacus) came out only in 1202. Fibonaacci said that the 1-9 
are numbers and zero is a sign used by the Indians and though 
he had popularized the system from Kwarizzmi in Europe, he 
hadn’t reached the level of sophisticated analysis as the Indian 
scholars did, and the Romans and Europeans first resisted the 
Fibonaacci system but later adopted it. That led to the scientific 
revolution. In the 17" century only did the Fibonnacci series 
found widespread acceptance in Europe, after a lot of resistance. 
Thus, the de numero Indorum (concerning the Hindu art of 
reckoning) of the 9" century Arab Al Kwarizzmi, is now 
accepted as the base of all arts and sciences and it is this 
algorithm (which actually for Al Kwarizmi was just a translation 
of Brahmagupta’s Sphutasidhanta)* that is used in the musical 
scales of the east and the west. 


For the Greek, the biggest number was a myriad (10, 00) for 
the Chinese also it was 10,000, and for the early Arabs it was 1000. 


43 Al Kwarizzmi trans Adeladred of Bath, Liber Abacci (A tract about 
abacus) in 1202. History of Fibonnacci numbers... 


44 Alkwarizzmi, translation of Brahmasputasidhanta of Brahmaguptha, 
Indian astronomer (shows the root of Fibonnacci series from India 
through Arabia to Europe). 
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Yajurveda, 1000 years before Euclid had used (10) 12 and upto (10) 
’ 53 was the fundamental mathematical notion of the Indians which 
they called the Saktisamkhya (power of order of numbers). 
Taittariyam used the beautific calculus measuring the aesthetical 
bliss as we have seen already. The quasimathematical relation of 
bliss of a young healthy adult who possesses all worldly 
enjoyments and that of a realized soul with Brahmananda is a link 
between art and science which was achieved by the Indian rsi. 
Only when Max Muller translated that the western world became 
aware of it. Scholars suggested that India was the birthplace of 
mathematics and astronomy (Pingree)*. Strong suggestions of 
evolution links linguistics and mathematics*. Here I am just 
pointing out the link between aesthetics, linguistics/and 
musical/mathematical traditions and philosophy/psychological 
cognition of the human race and how India had achieved a 
superhuman task by the combined effort of a good gurukula style 
educational system of dedicated selfless life and value in the 
prestone, stone age and continued it upto the present age. If that is 
not an achievement what else is it? If that knowledge does not give 
you the bliss of parardha what else can give the bliss? 


Section 8 

Sama 

Vage va rk prana: sama 

Om iti etad aksaram udgita 

Thadva etanmithunam yadvakca 

Pranaégca rk ca samasgca (Chandogya kh 1, sl. 5) 

Rk is vak or word and sama is prana or breath or life of it. The 
word is fire and music is its prana. They form a pair (mithuna). 
They are Uma and her consort Sadaéiva. The yoni or origin of the 
word, the sama and the effort to say/sing it correctly is equivalent 


45 Pingree: Census of the exact sciences in Sanskrit: A Series. 
46 George Inrah (linguistics and mathematics). 
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to Sivagakti balancing. Om or pranava is the nature of the divine 
couple. One who meditates/sings like that gets the blessing of 
the parents (the janaka/janani couple) as word and meaning, and 
becomes the putra (son) and achieves everything on earth and 
hereafter in heaven, since he has identified himself/herself with 
the Sivasakti and the pranava. 


What is the importance of aksara and meaning to a musician? 
Is sahitya important for samgita? Such a question should never 
have been asked if one knows that both are inseparable twins. 
But it had been asked. Once asked, the question needs an answer. 
From Om (aksara) originates trayividya. From it the call for a 
companion (a$ravana) who can be a wife/husband or a guru/Ssisya 
or a friend. The communication is the first link in preserving 
musical traditions and knowledge, just like any other disciplines. 
From aéravana originates all arts and sciences including music. 
From the arts/sciences originates the artist/scientist. The entire 
universe originates in aksara, exists in it and merges with it. It is 
the.mahima and rasa (greatness and ecstacy) of existence and laya 
and creativity that one sings through sahitya and sangita. If this is 
known to an artist/musician, he/she sings in praise, performing 
the duties to the world and to the fellow beings and the life of 
such a person becomes blissful and great. The vidya with sraddha 
and upanisad becomes powerful day-by-day. Therefore, knowing 
the meaning of the word thus becomes very very important for a 
musician. Meaning of the word aSravana requires special 
mention. It is an audible call from one person to another 
expecting the other one to call back and communicate, just as a 
lover expects a reply from his/her beloved. It is used by sailors 
out in the ocean and in rivers. And also in the somayaga rthviks 
call out some short words or syllables during sacrifice calling the 
devas. The guru prays for a good Sisya and a Sisya prays for getting 
a guru by asravana. Rk is the word and on it the sama or music 
travels (music travels on literature or sahitya fixed to it and as part 
of it), therefore sama is sung based on rk. 
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Khanda 8 of the Chandogya tells us the story of three udgathas 
wellversed in music and their discussion on the subject. Seelaka, 
Dhalbhya and Jaivali are the three who discuss on the gati of the 
sama. According to their discussion, music (sama) moves to the 
subtle svara of which the music is composed and in this way it 
reaches the most subtle component. The tanmatra of the 
paficabhiita in the earth (bhiloka) and the more subtle energy 
states of the solar energy field are moving into each other (thus 
combining the bhi, bhuvar, svarloka of the Gayatri as a unified 
one). Since all elements arise in spacetime continuum, Jaivali 
concludes that the gati of the world is into it (the akasa or khahara 
of astronomers represented as sign zero) which is beginningless, 
endless and is the greatest udgitam known as Ananta (the omega) 
which is represented as a serpent with a thousand hoods on 
which saémaveda (MahaVisnu) sleeps well protected with all his 
insignia. 

Adigankara comments that a singer who meditates the udgita 
(Om and all music originating out of it) wins with his pure heart 
and life all the worlds within brahmakasa. The life of such a singer 
will be greater than that of one who sings but do not know the 
meaning of his music/art or meditates on pranava like this. 


What does the conversation mean in the modern context? We 
know that sound is perceived by the human ear as a mechanical 
vibration carried through solids, liquids and air. Transferred to 
electrical energy it can be sent to vast distances over a spacetime 
continuum. But for our ear to perceive it, it has to be reconverted 
to mechanical energy. The conversation between the three 
musicians discusses this principle of acoustics in spacetime and 
on the biological field—the human being on the planet earth 
(bhiiloka). 
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“Human ear can perceive sound between 16 Hz (cycles per 
second) and 20000 Hz. This corresponds roughly to the 10 
octaves in the musical language. Over 20000 Hz, the human ear 
cannot receive waves (which are ultrasonic energy). A piano has 
a span a little more than 7 octaves only. 

80-100 decibels-decreased audition 

100-120 decibels-pain in the ear 

140-160 decibels-neurosis / psychosis 

Over 160 decibel -physical diseases 

Plotting a graph with decibels on vertical axis and hertz 
(frequency) on horizontal axis we get: 


Table 1.22 


Frequencies that injure human ear 


Coma/death/neurosis/ psychosis si 
&above 
Lay is Uae tated, th aes Seek oa 


producing _ pain 





47 An Introduction to the Psychology of Hearing. Brian C. J. Moore, 5® ed. 
Academic Press. An imprint of Elsevier Science, 2003. 
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-5000, 1000, 500, 100, 50, -20 Hz. The sound is perceived by 
our ear (air conduction), body (solid covered by skin) with a 
watery content (70-75 %water in our body/cells). Acoustically, 
the body is just a skin sack filled with water, the water molecules 
inside being in constant motion (gati). When this solid receives a 
soundwave stimulation, the energy of that moving soundwave is 
transferred to the entire surface of the body (as a sack), even the 
organs that are not reachable - like nerves, glands of endocrine 
origin, lungs, heart, deep blood vessels, brain—are exposed to 
sound vibrations (Vibroacoustics)*. When we speak or sing, 
there is a massage effect on our body. Just sing and place your 
hands on your chest, back, larynx, top of skull to experience this 
effect. These mild vibratory movements are needed for physical, 
mental and healthy development. This is called the internal 
sound vibration. The vibrating movements coming from an 
external source (a musician, a friend, a companion) also give the 
same effect, sometimes more. We are exposed to low frequency 
sound vibrations right from our embryonic life within our 
mother’s womb. The amniotic fluid (an ocean of water around 
the embryo), the blood circulation of the mother, is the jala (water 
or apas). The entire body surface and all cells form the solid or 
the earth element. In uterus, the constant sound environment is 
85 decibel. And the bulk of the intrauterine sound is below 200 
Hz (85 decibal) and hence this level is good for us. The vocal 
music is between normal conversation level and the smallest 


48 Boyd-Brewer, C. "Vibroacoustic Therapy: Sound Vibrations in 
Medicine." Alternative And Complementary Therapies,9 , no. 5, 2003: 
257-263. 


Melancon, B, and L H Miller. "Massage Therapy Versus Traditional 
Therapy for Low Back Pain Relief: Implications for Holistic Nursing 
PracticeMassage Therapy Versus Traditional Therapy for Low Back 
Pain Relief: Implications for Holistic Nursing Practice." HOLISTIC 
NURSING PRACTICE, 19, no. 3,, 2005: 116-121. 


Also see http:/ /www.souljourneying. com.vibroacoustics.html 
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audible voice and is very good for our health and peace. The 
instrumental music is slightly higher yet has a level below 85 
decibel and hence can be used. But if they are at a loud level, it 
can cause problems of hearing, pain, neuropsychosis, and even 
coma, epilepsy and death. Hence selection of voice, the 
frequency, etc. are important for ragacikitsa. 


Can we feel vibrations of sound with our body / finger tip as 
said by the Vedic seer? The first experiment done by the 
wandering monks of India was on solids made up of five 
elements (paficaloha) like the singng bowl, and the temple bell. I 
did the experiment with a singing bowl and experienced it. 
Anyone can do so. The paficaloha is taken because it conducts 
electromagnetic force as waves of energy. The human ancestors 
might have experienced this from nature, during thunder and 
lightening, through the stone caves and the like and later on from 
the utensils of metal. (But the experiment became easy when the 
paticalohavidya was first known). The begging bowl of the 
wandering rsi was the first tuning fork of the world and it was 
called the singing bowl. The bowl which Siva held is and still 
used in Nepal and the Himalayas. From it later developed the 
temple bell with an inbuilt metal tongue to strike and make peals 
of pranava with a series of overtones. 


Strike the bowl. When you hear the OM (still holding the 
bowl in your hand), the concentric vibrations are felt by the hand. 
Then touch the brim of the bowl with your other hand 
(fingertip), the electromagnetic vibration of the soundwave is felt 
by the fingertip. That is we are able to perceive /experience 
soundwave as electromagnetic vibration at a cellular level. Our 
cell is like a closed vessel filled with water. When it is vibrated, 
the water in it conducts the electromagnetic wave and gets 
repositioned. Since the cellmembrane is not completely tight, the 
metabolic wastes get expelled/excreted into the extracellular 
space from there to lymphatics, vessels, etc. If there is no waste 
accumulation (in young age groups without stress of life, 
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metabolic wastes of stress hormones are not there), the cells are 
stimulated to produce neuro-transmitters that help us build 
physical, emotional, intellectual and spiritual health. Thus 
balancing neuro-transmitters’ sound waves at the cellular 
neuronal levels causes perfect health. Sama singers experienced 
this Santi and were discussing the mechanism for such an effect. 

Khanda 10 (ousasthyam) discusses the role of food in singing and 
in experiencing the power of word/music. It speaks of Ushasti, a 
singer, who says that without food, a singer cannot have the strength 
to sing and even to speak and convey/ communicate his/her 
thoughts. The rsi says: Prasthava is prina. Udgita is Sirya. Pratihara is 
annam (food). One has to meditate on all the three and without food 
one cannot sing sama. Khanda 12 speaks of Dhalbya (son of Mitra) 
performing an experiment and singing the Udgita of the dogstar 
(Sunaka). He is the same Dhalbya mentioned before as one of the 3 
sama singers. His parampara is given as Sarama (wife of Vibhisana, a 
naga princess)/Sarameya Sunaka Athidhanva - guru of 
Udarasandilya (the author of an ancient bhaktisiitra) Baka, Dhalbia 
(son of Mitra) and known as Glavamitra. 


Why is the udgita of the Sunaka sung? Sankara tells us in his 
commentary that it is sung to get rains for the parched earth and 
abundant food produced. It is sung in expectation of rainy season 
to bring fertility to earth and to domestic animals through 
abundance of food grains. This is interesting, since Ushasti was 
coming from a place with no rains (and annam) and he had 
established through his upaviasa (hunger) that annam (food) is 
important for singing /communicating. Here Dhalbia is watching 
the dogstar rising and praying for rain and food. Just as the 
saptarsi which is a group of binaries, Sunaka or dogstar is a 
binary, and known to Indian astronomers and to the tribals of the 
Mali, called the dogons®, and it is currently called Sirius A & B 


49 Dogons. PP. 61-62 of Paficasidhantika, Dr Suvarna Nalapat & pp. 506-511 
of Chandogya Upanisad, khinda 12 from Suvarnam Veda of Sudhasindhu, 
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(refer paficasidhantika commentary. NBS Kottayam). Sunaka is 
seen in mithuna/karkitaka of zodiac along with sunrise when 
Kerala gets rain. The meaning of Sunaka/Sarama is a dog, 
serpent, Méatanga (elephant/rsi of Sabarimala/guru of 
Sabari/author of Brhaddesi,>° the musical text which mentions the 
ragas) and also a candala. Matangi is the name of Sarasvati,5! and 
daughter of Matanga and these synonyms are for her also. Water 
as I have already explained is the 7 jaladevata® of ancient ethnic 
people of India and she is identified as Sarasvati, the vidya. 


While Dalbhya was observing the sky, the white big dog was 
seen, and its companion, the smaller one, seen nearby. They told 
him (the rsi): Bhagavan, sing, let us get more food. Canis major 
and canis minor are the messengers of food and rain. The 
Goddess Sarasvati, vak, as Matarigi and candali and the queen of 
the naga race is propitiated as the queen of the saptamatrka in the 
beginning of the daksindyan (first degree of Karkitaka when sun 
enters punarvasu). The prana vibrates with learning of the rsi, and 
by the clouds, and she gets food, and blesses the rsi who praised 
her with food of words (honey like) and blesses him/her with 
downpour of blessed words/rain clouds/which is lifegiving to 
the entire world and life on earth. Her blessing comes as the 





D. C. Books, Kottayam1. For the customs of Dogons, for the music of 
the Sunaka (means Dog) rsiparampara of India and the corresponding 
movement of the Sirius binary and a comparison with the modern 
concepts on these binaries. Chandrasekhar and his limit 
(Venkataraman) may be refered. 


50 Brhaddesi proceedings of the seminar at Hampi. Ed. Premlatha Sharma. 
Sangith Nataka Academy, 1995. 


51 Water and Womanhood. Religious Meanings of Rivers in Maharashtra. 
Anne Feldhans, Oxford University Press, 1995. Also see Kinship and 
rituals among the Meo of the North India, locating sibling 
relationships. Raymond James. Oxford University Press, 2003. 

52 C. Kunjan Raja presentation volume. 1946. Revedic river Goddesses and 
an Indus valley seal, pp.428. 
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south-western monsoon winds (south-west is the kannimila 
where the snake shrines are seen in the vastu) and rain to the 
parched earth from the svarloka. The rsabha of the Vedic rsi. 


How did the rsi observe the movement of the binary star? 
Like two couples, while wedding ceremony, follow the other 
catching hold of each others hands like two rthviks singing 
bhahishpavamana hymn circumambulates the fire, one touching 
the other and following each other, and like two serpents 
swallowing each other’s tails go round and round in circles (loka 
4) what was their udgita? It starts with a hum (mentioned earlier 
as that of Prajapati) for increase in fertilization, progeny, and 
races with annam, and for nourishing the samsaravrksa. They sang: 

Om madam om pibhamomdhevo... 

Varuna: Prajapati:savita 

Annamihaharadannapathi 

Annamihahara haro...m...ithi 

(Analyse this: first line after om, ma, da, pa, pa, ma, da 
(madhyama, daivata, paficama). Then paficama, daivata, paficama in a 
different order. ; 

Second line, the name of the devata as god of ocean, and god 
for fertility and vidya and sama (west is sama) and energy (savita) 
and also it gives the first letters of pa, sa, the two equalizers. 

Third line madhyama, rsabha, daivata, paficama, daivata and 
the mahaprana. Ha is repeated. 

Fourth line madhyama, rsabha, rsabha, madhyama and Ha 
repeated. Ha is for strength. 

These are the stobha for devotion. (Havu = ratantara = laksmi = 
bhilokam. Hai = vamadevasammam = vayu for getting praja and 
strength, atha or tha for food = moon = ousadhivanaspati, Tha 
=ftma) + 

Madapapamadha (name of Varuna+Prajapati+Sirya) 

Maha rdha padha | 
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Maha hari eeeeeee hari ma. 


Except gandhara and nisada, all the svaras are used and hence 
it is using 5 svara+mahaprana (oudhava). 

The arrangement of svara, the devotion, the meaning of the 
stobha, the astronomical significance of the binary as messenger 
of rains and the habit of observing fast to have good rains and 
good food and progeny for the earth, by propitiating the 
saptamatru and the devi on the day one of the cancer zodiac when 
sun enters the punarvasu asterism, for a healthy living are seen in 
this prayer. Rsabha the fertilizer/Varsaka the rain giver/rain 
cloud /ocean/sun has become unified. 


How is the rain of svara compared to the rainclouds? Prof. 
H.D Velankar® writes that Utpalabhatta, one of the aestheticians 
of India, has quoted a Sloka of Ratamandavya quoted by Pingala 
(chandasiitracarana) who lived in BC 200. Ratamandavya lived 
before Pingala and is seen in the guruparampara of Brhadaranyaka 
Upanisad. Brhadaranyaka speaks of chandas in detail and about 
nadopasana through svara it has the following opinion:”Trasya 
haitasya samnoya: suvarnam veda: bhavaty hasya suvarnam, tasya vat 
svara eva suvarnam, bhavati hasya suvarnaya evam ethad samna: 
suvarnam veda.” 

Utpala says: pratipadam iha rephavrdha: suvarnarnava 
vyalajimathalilakarochabhasamkhadaya: and then he quotes 
Prathamakodandakascandavrstipraddadasmagna: 


Bhavati pingaladinamacaryanam mathena 

Ratamandavyou _-varjayitva. Tayosthu mathe esha 
suvarnakhya: tata ca tavicatu: 

Suvarnaschandavegasca plavojimiita eva ca 

Balahako bhujangasva samudrascedi dandhaka 


53 Prof Velankar, H.D: Varahamihira and Utpala (in relation to Sanskrit 
meters) pp. 141 ,C. Kunjan Raja presentation volume, 1946. 
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Tata ca padantaram- 

Arnornava: plavascaiva jimitotha balahaka: 

Samudrasca bhujangasca saptai tey dandakasmrta. 

About dandaka (chandas with more than 26 aksara in one line), 
he says: dandaka when sung creates the feeling or experience of 
falling gold coins (as in Suvarnadharastavam of Sankara) at great 
speed, a swiftly moving boat in water, a moving and raining 
cloud, showers of arrows from a bow, and a swift moving snake. 
The comparison of the vegasvara of a singer is very meaningful 
and allows the visualization of music at high imaginary 
cognizant spheres. The raining of suvarna coins and suvarna svara 
is compared. The fact is that this type of svara singing existed 
thousands of years back during Pingala (BC 2°* century) and 
during Ratamandavya (a guru of the Brhadaranyaka parampara). 
Just after mentioning Ratamandavya, Utpala suddenly switches 
over to quoting two examples both in prakrt (desi-noting the 
antiquity) one having the ragamudra of magadhi, a svarantara raga, 
and another gata. The ragamudra and the use of apabramsa in 
musical repetitive style was admissible and in practice from 
antiquity even in prakrt desi raga. Bharatamuni and Matanga also 
quote prakrt desi for examples of their jati/raga. Here are two 
examples from Bharatamuni. 


Paramagahika..suhasini kanadi..pi..akokulava suna ana ramani a 
maithili kalahera ukali nuhonnatha (for magadhika, here 
magahika in prakrt is the ragamudra>) M.S.Viswanathan 
has done one song in magadhika in atiSayaragam in the 
film Apurvaragangal and it was with the help of 
Balamuralikrishna he did it and Yesudas sang it in the 
film. This is a svarantra raga. 

Gahadhiridha kandemanaharasa anambhithumgayo rathani 
jatanira ati balasannidramanamsi 4 avara (gaha is the 
prakrt for gatha). 
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During Bharata’s time, maghadhi was a type of narkutaka and 
was used in two situations for madhyama and athama male 
characters in dhruthavilambitakala and in prasadiki to express 
Srngara and hasyarasa. Maghadi is a language and a musical 
type/raga/or a type of giti. We have to repeat the caranam three 
times and in ardhamaghadhi only two times. According to 
Velankar, Maghadhi is a vaithalikam. In ancient times, singers 
called vaithalika (maghadika) used to sing during sunrise and and 
night to put the king to sleep™ and to awaken him (the same as 
the pana community do in the southern states). During 
Bharata’s time, eighteen jatis existed. The raga was called the jati 
in his time. One of the jati was narkutaka (maghadhi belong to 
this jati). How this eighteen contain the seventy-two janakaraga 
is a mathematical caturasrikarana and derivation which will be 
discussed in a subsequent chapter on melakartaraga. } 

In khanda 13, the rsi gives thirteen different stobha and says 
that the 13 one is anirukta and for Prajapati. And it cannot be 
expressed or uttered but can be experienced by one who loves 
him/her, because it is the rasa of Prajapati, the one who gives 
the seed/the praja. 

Paficavidha and saptavidha samam 

The 5 types of sama are as follows: 

Him/Hm, the earth/bhiloka. The biology, genetics, geography, 
geology, anthropology, ethnomusicology, music, sexual 
energy for creating children, a fertilized egg, and 
progeny of all living things. 

The word-agni. Study of energy, cosmic and bioenergy and its 
fields. Superimposition of the mandala (field). 

Antariksam/gaganam udgitam. Both gagana and udgita are 
gakaravarista. Gakara is related to gamaka, gamana, gita, 


54 A Vedic sleeping charm and its echo in Tamil literature. pp.24. 
Nilakantasasthri. K.A.in Kunjan Raja presentation volume, 1946. 
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gati, and gandharagrama as well as to gandharva. The 
kinetics of musical and cosmic movements, its beauty as 
it travels through spacetime /zodiac/the human body. 


Pratiharam. The sun or Sarya. Each graha goes round it and thinks 
that the sun is mine and rises for me alone (mam prati). Each 
has a gati, its own gamaka and kinetics of motion and 
produces a rhythmic music of the spheres in relation to sun. 

The spacetime in which everything exists, the time related to 
seasons, earth and its movements (the desam). The cosmic 
time has no bearing on earth’s day-to-day affairs but the 
desi or relative time of the earth has. Music uses both 
margi (cosmic) and desi (local) time for bliss at different 
planes of existence. 


Seven Types of sama 


Meditate on sun as sama, the equalizer of all. Related to the 
time and seasons of earth and to the energy giving food. The sun 
before rising is the first. The Himkara cows love and serve him. It 
is the form of Dharmabhakti, the rsabha and its consort the cow— 
the mother and father—the one which gives life and nourishing 
milk-literature, music, rain, amrta, etc. 


The rising sun is the second, Prasthara. Men serve sun since 
they love direct praise (prastuti) and indirect praise (prasamsa). 
Third is samgamavela, the adi, when birds sing and chirp seeing the 
first light ray, and love it. The calf is brought to its mother for 
milking, when all the rays come together and hence (sun being 
mother and ray its child) called samgamavela. The 4" is madhyana or 
udgita and the Gods love it because it is music. The 5" is pratihara 
between noon and evening, and the time when the pregnancy is 
protected. The 6" is upadrava after evening, before sunset, the time 
loved by wild animals. The 7" is nidhana, the sunset where all are 
merged with the pralaya. Pitr (ancestors) love it. 
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Table 1.23 
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Concept of grama 


Grama means a village in Indian concept where a group of 
people, following different professions live in harmony under a 
chieftain, who is controlled by a king/an emperor. The chieftain 
and his wife with a close relative (brother-in law, brother, son or 
friend) for help look after the administration. The people live as 
equals, in harmony under them. Balancing their day-to-day 
activities and excelling in the particular profession they follow, in 
each family (or a guild with several families following the same 
profession) under a kdranavar or chief. The very same principle is 
followed in a musical grama. Arranging all the svara in different 
combinations. We have three gramas—the gandhara, sadja and 
madhyama. These gramas have 72 families having different 
functions and bhavas, grouped as two—each on either side of a 
limiting line (36 each) on either side of a central river like line of 
demarcation. What demarcates the two groups is the 
pratimadhyama, the change in the middle svara only. In all other 
respects, the families on either side are alike. 


Which was the first grama to be formed is not clear. Sadja is 
the likely candidate and followed by Madhyama and gandhara in 
order. The protomusic sung in gandhara grama is now extinct. But 
the other two still survive. The vyaijana ka, kha, ga, gha, na is the 
source of gandhara and probably because of the hard nature of it, 
became unpopular in course of time. The svara travels from one 
grama to another (grammad graamam saficharam) and in this way 
still the gandharagrama is explored by many vocalists but 
theoretically in books it is not seen. The beauty of each grama 
(including gandhara) is unique and a musician always explores 
the things of beauty, being joy forever. After the exploration, they 
come back to the original grama from which they started (the 
sadja and madhyama) and in this way gandharagrama as a starting 
point of the journey is extinct. Look at the names of the four 
Vedas. The names are even musical in derivation. Why and how 
did they get these names? 
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Ri, ka (ga) two letters, for rsabha and gandhara (khandara) 

Ri ga rg rhythm. 

Ga, ri, grifkri for ghi, for the kriya of yajfia or homa which 
create. 

Yajur (i) the sacrifice ya, ju, ri three letters for rajayati, rafijayati, 
ragam and for yaj the sacrifice. Rajati and rafjayati mean 
lighting up, enjoyment. The three letters can be written 
as ya, ju, ri, ri, ju, ya, ju, 11, ya. Taking the pronunciation of 
ju as su, it can be sadjam or sirya, rsabha and the 
sacrificial act of singing. Naturally, the third Veda sama 
singing has originated with the three svara, and two 
grama. 

Sama, two letters, Sadja and madhyama. The third madhyamagrama 
is formed. 

Here we find the dlapa or akara which was absent in the 
previous two Vedas. 


Saaaaaaaama, with akara music is formed. 





When the madhyama is born, naturally the 5' paficama also 
has to be born out of it. Because ma belongs to the group of pa, 
Pa, pha, ba, bha, ma. 

Ya is followed by ra, and ha follows sa, (ya, ra, la, va, Sa, SA, SA, 
ha). Therefore, just as yajur developed after rg, the next to sama 
should be a ha. 

Hathar (i) va (na) which became Atharvana (H is lost) four letters 
Ha, mahaprana which give strength is lost. 

Tha, ri, va, na. 

Tha belongs to the family of ta, tha, da, dha, na (hence dhaivata 
and nisada,is born). In this way, the four Vedic names are for 
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Ri, ka (ga) two letters, for rsabha and gandhara (khandara) 


Ri ga rg rhythm. 
Ga, ri, grifkri for ghi, for the kriya of yajna or homa which 
create. 

Yajur (i) the sacrifice ya, ju, ri three letters for rajayati, rafijayati, 
ragam and for yaj the sacrifice. Rajati and rafijayati mean 
lighting up, enjoyment. The three letters can be written 
AS YA, Ju, ri, ri, ju, ya, ju, ri, ya. Taking the pronunciation of 
ju as su, it can be sadjam or stirya, rsabha and the 
sacrificial act of singing. Naturally, the third Veda sama 
singing has originated with the three svara, and two 
grama. 

Sama, two letters, Sadja and madhyama. The third madhyamagrama 
is formed. 

Here we find the dlapa or akara which was absent in the 
previous two Vedas. 


Saaaaaaaama, with akara music is formed. 
eer 
Riga coy Sarid Don 

When the madhyama is born, naturally the 5" paficama also 
has to be born out of it. Because ma belongs to the group of pa, 
Pa, pha, ba, bha, ma. 

Ya is followed by ra, and ha follows sa, (ya, ra, la, va, sa, sa, sa, 
ha). Therefore, just as yajur developed after rg, the next to sama 
should be a ha. 

Hathar (i) va (na) which became Atharvana (H is lost) four letters 
Ha, mahaprana which give strength is lost. 

Tha, ri, va, na. 

Tha belongs to the family of ta, tha, da, dha, na (hence dhaivata 
and nisfda,is born). In this way, the four Vedic names are for 
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correct pronunciation of the letters and for the intonation of each 
svara with its powers. Later on, the elaboration of the svara and 
the 5" Veda (Gandharva Veda) was born as a separate discipline. 


The va, and nna in atharvana: va is for vidya, nna is for ecstacy 
of vidya and music. Nna pronounced like the ringing of a temple 
bell. It is Om and hence it is zero-ananta, omega. Tha and its group 
is onomatopoiea for the thatha and avanadhavadya (instrumental 
music) and also marigalavici. 


Thariva, in reverse order, is varidha to increase, and the rain 
cloud. The increase in the experience of rasa/ecstacy with 
knowledge and music as well as arts and sciences of various 
kinds reached its zenith (the increase in the rasa, in food, riches of 
all kinds, progeny, health, fame, etc) with the 4" and 5" Vedas. 


The explanation is with the Sakhacandradarsananyaya start 
from a seemingly insignificant thing like a branch of a tree. Here 
just a name. Then reach a high transcendental knowledge that is 
rare and great (like the candragati in relation to earth, sun, stars, 
planets). Here, from a name to the order of origin of the great art 
of music upto its roots. 


It can also be explained by the sopana arohananyaya by 
Sankara. We begin with a gross thing, ascend to a more subtler 
thing and reach the most subtle and valuable knowledge. The 
name or a word with letters is a gross thing. Reduce it to 
component letters, then to musical svaras, Sruti, rhythmic patterns 
with periodicity to reach the root, nadabrahma. There are six steps 
involved in the ascend to nddabrahma (from the word or nama). 
The step in reverse order gives avarohana and as Sanatkumara puts 
it the bliss of this ascend and descend is bhima (greatest @nanda). 

According to Visnupurana, the word Bhagavan means one 
who knows the gati, agati (arohana and avarohana), origin and laya 
of all things including the most subtle. Bhagavatar (the singer is 
the devotee of God) also has the same properties. 
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Bha is light of knowledge—Jfand, bhdsa (language and 
literature) and the sun. 

Ga is gati, gamaka, gita-the movements of all. 

Va is for vidya, vidvan. 

Ta is for food (annam), moon (mind), body-mind complex 
and mangalavaci, pranava. 


R stands for rsabha who rains blessings of svara rain, the 
knower and bestower of everything, for the prosperity of earth 
and its progeny. 

Hence bhagavatar is identified with God, and the singer has 
the ability to create and enjoy everything out of his/her samkalpa 
(satyasamkalpa). 

Atha yadi githa vadyartha loka kamo bhavati samkalpam 
Devasya gitavadithre samuthistathasthena githavadithra lokena 
sampanno mahiyathe (Sankara). 

The singers of such quality were called Gandharva 
(gandabba in Pali). As mentioned in the Narayana Upanisad, the 
mind and intellect of the Gandharva is the divine intellect or 
sama of devi Sarasvati and the everfragrant Surabhi or 
Kamadhenu, the eter-nal bliss of nadalayayoga. Apsara is the 
female principle with the same divine medha as the Gandharva. 
If Gandharva is the yajfapurusa, apsara is the daksina for him. 
According to Chandogya (kh 17, $l 4, Sudhasindhu p. 565), 
daksina means tapas (austerity), dana (giving alms), drjava 
(honesty of purpose), ahims@ (nonviolence) and _ truth 
(satyavacana). A compassionate Gandharva with these qualities 
will get them as his daksina and a beautiful and dutiful woman 
as companion and consort, an incarnation of these virtues. 
And that is his daksina from the goddess of vidya (devajanavidya 
of gandha, yukti or logic, nrtya, vadya, gita and Silpa, according 
to Chandogya, khanda 1, of chap. 7, $lo 2) whom he propitiated. 
In the commentary to Brhadairanyaka Upanisad, the definition 
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given by Sankara is: “gandhava dhisanyognir rtvik devata 
visistavifianatvadastyate, nahi satvamathrasye drsam vijhainam 
upapadayate,”. 

The character of Gandharva is visistavijfianam (great and rare 
knowledge), dhisana (pure intellect) like fire and rtviks. They 
along with caraka (the travelling doctors) know the sphere of vayu 
(gandhavahaka) around the earth, since they are constant travellers 
through air and water with help of monsoon winds, because of 
this they praise sky, air and oceans. The world of Gandharva is the 
subtle world of soundwaves and light waves in between the 
antariksa and suvarloka of sun (between human and God) and 
they are the madhyamagrama people seen in the svapna state. The 
vahaka of time and sound related to swiftness and horse, the four 
synonyms of horse are applicable to Gandharva, especially the 
name vaji since they rejuvenate the earth and its beings 
(vajikarana) with their music. 

The number and synonyms and the beings associated with 
horse are: | 


Hayam-deva-18 

Vaji-gandharva-43 

Arva-asura-04 

Asva-man-05 

Haya gathiou (on stobha Ha) 

Arva-rigathou (travelling on rk) 

Vaji yajagathou-travelling on yajna or sacrifice 

All show the association with the gita and musical 
connotations and the number 43 is the number of triangles in the 
body of Srividya (Tripurasundari) and is the ultimate in beauty. 
Vaji also means a bird with two wings which travels in sky and 
sings. The other meanings of vaji are arrow, swift moving and 
making a sound. 


Moon with two paksa (wings) one dark and the other white 
half, with somarasa. 
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Sun travelling on seven horses as a deva gandharva making svara. 


Gandharvastu nabhaécare pumskokile 
Gayane ca mrgabhede turamgame 
Antarabhavadehesca (Haiman) 


The qualities of movement, lover of sweet fragrances, music 
and beautiful women, singing like a male kokila (koil) and 
vajikarana (associated with rejuvenation) are attributes of 
Gandharva. Arva related to ru (rsabha) rk. Sun is the Gandharva of 
day, and moon that of night. A good singer is compared to all 
these. Since the property of sarvagathatva is there, the definition 
of piirnapurusa (sarvajfia) also is given to a Gandharva. 

Definition of parnapurusa 

Akaéavat sarvagathatvad pirna iti purusa: 

Nirathisayam casya svayam jyotistvam 

Sarvavabhasakatvat svayam anyan avabhasyatvaca 

Sa esha purusa; svayam eva jyoti: svabhava: 

Yam tvam prcasikatama atmeti. 

Gati or movement is a type of will power (icchaSakti) of the 
energy (irja) or pardsakti and the svarasancara and gati, gamakasila, 
and gita is the blessing of devi (mother) and because of it he has 
become a complete man (pirnapurusa) and is a light by himself 
(svayam jyotisvariipa). His light of knowledge lightens himself as 
well as those who come in contact with him (his vidya). He enjoys 
and makes others enjoy the bliss of nadalaya. Hearts are brought 
together by his vidya (hrdaya is heart). 

Hr=hrsta (ananda or happy, attracted to bliss) 


Da is daya or compassion, danam or giving alms, dama or 
control of senses 


Yam is samyama or control of mind. 


By these the singer attracts all and gives enjoyment through 
his presence and his music. Hrdaya is Prajapati/Brahma/sarvam 
(Brhadaranyaka brah. 3, sl. 1). 
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In Soundaryalahari, Sankara ($1: 69) says: 

Devi has three lines on her throat representing gati, gamaka 
and gitam, the three grimas of music, and from her throat — 
emanate different types of sweet ragas. Devi being a beautiful 
woman has this sign of beauty on her neck, and it represents her 
chastity since she has a mangalyasiitra of three threads by birth 
and by Samudrikasastra she is the pirna stri. Sankara thus 
appreciates the beauty of devi as a woman, and it is the aesthetics, 
poetics and musicality in him which pours out these words. And 
it is not against rsiparampara’s teachings. Sankara who had been 
initiated by Sarasavani (Sarasvati incarnate) naturally has this — 
pratibha and to confer the title of sarvajfia on him the devi found 
the knowledge of beauty (of a female body) is also essential and 
the most beautiful is the devi herself and she gave darsana to the 
acarya. In this way, one has to think of a Gandharva also and not in 
any physical or laukika sense. 


Section 9 


Madhunadi 


In the last section of this chapter, we will discuss the madhunadi or 
the channels of honey in cosmic and biological body. Chapter. 3 of 
Chandogya Upanisad deals with meditation and updsana of the sun, 
the centre of energy for life on earth. It starts thus: this Aditya is 
the madhu for devas. The sky is horizontally placed as a branch of 
tree and on it the antariksa is suspended as a beehive. Within it is 
the tasty, sweet honey, the Siirya which devas taste with relish. The 
rays of sun are her children, the bees of the queen mother who 
collect the honey. Because they attract the water drops and collect 
them in antariksa as the eggs of the queen mother within the 
beehive. The seed of the mother earth is collected by rays to join 
the seeds of the father, sun. This forms the rain. The rays are 
countless. They are on all sides on east, west, north, south, up and 
down. On the east, the eastern madhunadi, the bees are the rks, 
flower is Rgveda, water is nectar. From it comes fame, tejas, senses, 
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virya, first annam and rasa when it flows through the sun he 
appears red (sunrise). On the west, the madhunadi have sama as 
bee, Samaveda as flower, water as nectar, the colour of sun is 
syamakrsna. In this way the text goes on. 


The rasa of Veda has colours, and Veda is the rasa of the 
worlds. The centre of the sun’s disc has crores of subtle units of 
energy (photons) and they are in constant fission and the Vedic rsi 
speaks of this. This energy rich field is the honey of honey, 
ecstacy of ecstacy, the most secret and rare knowledge system of 


Gayatri at this juncture. On the east of the sun’s disc is the Indra, 
on south is the Rudra, on west is Varuna, and ‘north the moon 
and marut, and on the upper face is the Brahma and the sadhya 
(rsi). They are enjoying the nectar just by the sight of it. They do 
not drink or eat and are satisfied just by the darsana/ perception 
of it. The attributes of mother, Gayatri, is praised. She has 5 faces, 
4 pada, 6 letters (6X4=24). Others say that there are 3 feet and 8 
letters which also make 24. Thus there are three types of 
divisions of the sun’s disc and cosmic space. 


Faces means 72X5=360(the pancapurusa as faces) 

6X60=360 

45X8=360(pentagon, hexagon, and octagon) 

The madhu or honey of energy is everywhere and in 
everything. In human beings, it is seen as brahmavarchasa. What is 
brahmavarchasa? 

Teja: Sarirasta dipti: ujjvalatvam pragalbhyam va; 

Brahmavarchasam vrta svadyayanimitam theja: 

Though tejas is everywhere, in everything, we do not 
visualize it in all people. Only in those who lead a pure and good 
life doing svadhyaya (study of Scriptures), we see the energy, 
efficiency, beauty, smartness and the light of knowledge and 
happiness in all situations of life. 
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Just like the cosmic madhunadi, there are madhunadi in our 
body. The madhubrahmana  (paficamabrahmana) of 
Brhadaranyaka says: sun is madhu, earth is madhu, elements are 
madhu, paramatmapurusa and jivatmapurusa are madhu, moon, 
directions and electricity (vidyut) are madhu, clouds that shower, 
sky all are madhu. The 10 madhus in the cosmic body and the 
twin of it (the mithuna) human body depend upon each other 
and act as madhu to each other. 


Table 1.25 


Cosmic and human body as mithuna 


Barth; {Body 35050 
Pe NOE iis bi) 
TR Ss eae 
Moon [Mind 
Electricity [Tejas (skin surface) 


Dharma is madhu absolute. It is with the dharma of the 10 
couple mentioned the world goes on. Truth (satya) is amrta. It is 
the observable Brahma. Sankara explains it: “When you observe 
dharma (duties) that life (dharma) is seen as truth (satya by all.” 
That itself are of two types, samanya (general) and visesa 
(specific). General truth seen in the world as the seasons repeat 
cyclically, sun rises etc. specific dharma, the observable dharma in 
biological body like birth, growth, death, etc. The internal dharma 
with which all beings (living and non-living) help each other 
according to Sankara (which we now call ecological balance). 
When a man (the honey of life) aquires Jfana (wisdom) and 
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knows truth and lives with dharma that is specific truth. This and 
protection of ecological nature are under the control of man’s 
conscious existence. All other dharmas are under direct control of 
prakrti and man has no control over them. 


The madhuvidya was advised by dhadyanga Angirasa to the 
twin Asvins, the first twins to practise medicine and to travel all 
over the world. And Krsna was the disciple of Ghora Angirasa, 
Suruparampara of Angirasa. The philosophy and way of life of the 
Indians as an ethnic group, their healing arts and sciences have 
continuity for thousands of years and had always been 
interdisciplinary as shown from the scriptures, myths, cultural 
peculiarities, and anthropological and ethnic evidences. And 
music had always been associated with it, both in rural and 
urban India. 
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Archetypal, historical and living singer et fe 
the Indian psyche eg 
mm, 
From the first chapter, the basic number 72 as the ¢ anni 
(truth, cit (energy) and ananda (bliss) in biological cosmic 
(field) was established as accepted by the vedantin 
Ayurveda, .astronomical, and musical, _ aesthetic 
mathematical traditions of India. The common concep 
the number of janyaraga from each, the vadi samvadi an 
concepts, the way of giving names according to katap rye 
etc are available in all texts on musicology. Hence, I don 
to repeat it again. What I am concerned with is the less 
facts and the original thought processes I had during the 
into an aesthetical intellectual world of music. a: 
Right from childhood, I had been i ‘luenced — 
archetypal® concept of Visnu and this archetype in the 
psyche as a collective consciousness, in the person i 
Tyagaraja® (devoted to Rama) and Meerabai” ane A 
i ar eee 7 
95 Man and His Symbols: Carl Jung, 1978, Picador MacMilan, / 4a 
°6 The Spiritual Heritage of Tyagaraja: Dr V.Raghavan, Sri Re 
57 Vaishnavi: Women and Worship of Krsna. Steven J Rosen. 
Banarasidas, 1999, | 


a 4 
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(devoted to Krsna) as historical figures, and | have studied the 
lives and works of contemporary singers M.S, Subbulakshmi and 
KJ. Yesudas® (to study Krsna-Meera-Subbulakshmi effect and 


The devotion | developed to Visnu was in childhood, 
through my grandmother who was an ardent devotee of 
Guruvayiirappan and it has sustained throughout my life in all 


Section 1. Melakarta Ragas of Saint Tyagaraja 


M. S. Subbulakshmi had sung a melakarta raga malika composed 
by Mahavaidyanathan Sivan. The legend is that 
Mahavaidyanathan Sivan, visiting Maharashtra, was asked to 
sing a Marathi composition of melakarta raga malika in praise of 


Trying to enter the mind/psyche of Tyagaraja as 
composer/musician/devotee of Visnu as Rama, I noticed that 
the pattern, arrangement and composition of Tyagaraja has a 


58 Thiruppavai. God's garland of immortal hymns. VS. Parthasarathy, Iyengar, 
R. Bangaruswami, Dr Prema Nandakumar. Kalai Aangam, Chennai. 
1997, 


59 Without a Stumble: A Book on the Spirituality of Music. 2003, Dr 
Suvarna Nalapt. 
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definite unique pattern which is conveying 
‘music during his time and before. Therefore, 1 
available ragds of Tyagaraja and found t 
singing certain ragas more than others. He \ ) : 
composing rare ragas, and he was not restric bey iu 
obeying the dictum that one should not sing vi vi 
‘had composed many melakarta ragas and rare 
of melakarta ragas. To read a raga is not the same 
sung by a musician. To hear the common, as \ elias 
and the melakarta ragds of Tyagaraja, one has to.¢ 
the contemporary singers, the live kuccheri, CD, ca Sass ‘ 
the television. And being a Malayali and a music 
person who had been influenced by the life an 
Yesudas, naturally I depended upon his classical m 
cassettes and kuccheris for this purpose. I realized the 
is following (consciously or unconsciously) the sams 
followed by Tyagaraja. [have heard him ask the i 
several stages (after singing a vivadi mela like k 
same question which I had asked many a time 
mind—if a vivadi should not be sung why ¢ 
compose and sing so many vivadi? © a ‘s 
From Tyagaraja, I made a list of 66 « 
eis ottntas th eich OF toes) iRaatinal ompos silion ns 
Permowepteereinr trie > selec 
epee Nagas on beet 
The most number of compositions made by T 
raga. 
The potcrtna iii rigs (whether they are many oF 
composition). — 


on 
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6 (or ist of Mela rg ofTyagaain) Composition of Ty 
Govindarao. Music series 5 Musiri Subramanya lyer ce 
Sec. Ed. 1999. 
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The most number of melakarta raga compositions/their rare janya 
ragas. 

Like ganavaridhi (Sdlini), rasali (vanaspati), revati (ratnangi), 
candrajyoti (pavani), vijayasri (pavani /suvarnangi), hamsanandi 
(senavat) vardhani (kokilapriya), kesari and ragamafijari 
(mararafijani) janya of the gayakapriya, varunapriya, nithimati 
group, hamsabramari (hemavati) ardradesika 
(mayamalavagoula) etc. ArdradeSika is known as vinavadini in 
some texts and I have one composition of vinavadini by Yesudas 
in my collection. 

I was particularly interested to the composition in 
vakulabharanam. Vakul (or bakul) is the elafiji flower, abharan is a 
garland. The elafiji blooms in vasanta rtu. Vasanta bhairavi is a janya 
of vakulabharanam. The naming of at least some of our ragas are 
based on the rtu and natural phenomenon. 


Another raga which was prevalent in ancient prakrt 
compositions as Svarantara Mahat, which incidentally is the vina 
of Narada, developed later into cakravaka. During Bharatamuni’s 
time, cakravaka was a svarantara raga and was called maghadi and 
madhuryakokila. Bhairavi is the ancient kousika raga whereas 
bhairavam is siiryakanta janya. 

The list of 41 melakarta ragas composed by Tyagaraja is given 
in the next table, and it is noteworthy that many scholars say that 
Tyagaraja had only 34 melakarta ragas to his credit. Even S. R. 
Janakiraman in a television interview said there were only 34 
melakarta raga compositions of Tyagaraja. But I have a list of 41 
here. Probably, there were more and we have lost them. The third 
list is the aparvaragas of Tyagaraja among the 104, some appear to 
be very ancient, and related to melakarta ragas which were left out 
in the melakarta raga list. In the list of aparvaragas I give 24 out of 
104 apurvaragas of Tyagaraja. 
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Table 2.1 


The most number of compositions/popular rigds of Tyagaraja times 


DhiraSankarabhar 
anam 
DhiraSankarabhar 


Hanumathodi 
Hanumathodi 
Hanumathodi 


157 


+harikamboji 9 


total 74+9=83 


65+Kharaharapriyall= 
76 
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Kalyani total 23 


Melakarta raga list of Tyagaraja 

















Vakulabharanam 
Vakulabharanam 
Gamanasrama 


Table 2.2 


Serial number /melakartha number 


Vakulabharanam 
Mayamalavagoulam 


Mechakalyani 
DhiraSankarabharanam 
Bhavapriya 
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Pa 


Table 2.3 


Apirvaraga (selected) from Tyagaraja 





Natabhairavi(20) 
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Udayaravicandrika|Natabhairavi(20) 





From the above three tables, any one can see that Tyagaraja 
was composing the familiar popular songs, already known to the 
masses, and loved by them, and the traditionally accepted 
ancient ones, in plenty and these belonged to the series sung by 
earlier composers of the land like Tirugnanasambandhar, 
Purandaradasa, the Sangham poets, and even some from the pre- 
Sangam periods and from Bharatamuni’s times. Being a teacher, I 
was looking at the genius of Tyagaraja as a teacher to posterity, as 
a Guru in musical tradition as well. Then it occurred to me that 
he was following a very effective teaching method. The popular 
familiar ragas and his spiritual stature were attracting people to 
him. But he was not contented with singing only those which 
were familiar and thereby liked by masses alone. He wanted to 
demonstrate the beauty of Carnatic music to his listeners. 
Otherwise, why should a devotee of Rama embedded in the 
oneness of his lord, go on trying to impress the audience with 
rare ragas? Simply because he wanted to preserve the vidya of the 
ancients to be handed over to posterity intact to coming 
generations of disciples. It was the guru in him doing that, not 
the bhakta of Rama. He was probably stimulated by the 
traditional Hanumat matha of the south Indian music. He was 
preserving the Kapeya tradition of Hanuman in south India. 

In the walls of Thiruvarir temple, one can see the Tevaram of 
Saiva saints in ragis like vyalakurifji, megharagakurifiji, thakka 
(pazhamthakka) thiruvammalai, indalam, kantharam and 
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kantharapaficamam, which are very old Ragas. Why did Tyagaraja 
choose his ganapaficaratnam from natta, varali, goula, Sri and sourastra? 
The answer also was surprising. Before we go further, we have to 
look at table 4 which shows a relationship of the popular ragas of the 
time, and the ancient raga, pans of south India, etc. 


Table 2.4 


Raga and pan 


Ancient raga (pan) 
st Vyazhakurifiji (the golden kurifji 
(saryakantajanya) flower of vyazha/guru/sirya) 
2. Athana (Sankarabharanam) |Yazhmuripan (Gnanasambhandar 
time) 
Puranirmai 
4. Madhyamavati Chenthuruti 
(kharaharapriya) 


5. Yadukulakamboji *  |Chevazhi (erikkilakamboji) 
(harikamboji) 


. Arabhi (Sankarabharanam) _|Pazhamthakka 


7. Dhanyasi (which on Dhanasi (in kathakali) 
$rutibheda is salagabhairavi) 


. Kedaragoula (harikamboji) |Kedaragouda (Gandarapaficamam) 


9, Ahiri/vasantabhairavi Vakulabharanam (Vasanta rtu raga 
Vasantartu) 


0. Bhairavi (natabhairavi) Kousikam 
1. Kamboji (harikamboji) Thakkasi or kamodari 


(mayamdalavagoula) 
kamodari) 


4. Saveri (mayamalavagoula) |Goudaraga 


15. Sankarabharanam and its |Pazhampasuram (pazhampafijuram) 
janyaragas 


6. Pantuvarali (kamavardhani) |Sadari(pantuvarali) 
7. Khamas (harikamboji) Tirutandavam 
18. Navaraj (navarag) Old ghandaram 
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9. Punnagavarali (thodi) 
20. Mukhari (kharaharapriya) 





(This shows all the popular ragas and the paricaratna raga 
- selection was from the most ancient and familiar popular 
collections of the land, which is not only for making the people 
come to him, but also for preserving tradition and for 
demonstrating how the new ones (with new names) are only the 
old ones in a new different dress). Looking at his compositions, I 
could see that he had compositions in all the varjya ragas, 
vakraragas, bhasangaragas, and suitable for all times (kala) from 
sunrise to sunset and all rtus (seasons) and for all emotions 
evoking bhakti, jfiaina and karma. He had accepted the melakarta raga 
scheme as the base of the Carnatik music and apart from the 41 
melakarta krtis available, he had janyaraga compositions to many 
rare melakarta ragas, usually an apirvaraga. The old concept that 
varali should not be taught but heard from the Guru’s mouth as 
upanisada was probably believed by Tyagaraja’s disciples/or 
developed after Tyagaraja’s time, since his compositions in varili, 
are so many. So too the concept that Ahiri will make the singer go 
hungry. Tyagaraja had many dhiri compositions and since he lived 
in ufchavrtti, this belief might have come and the name of raga 
itself being ahiri (aharam being food). Pantuvarali has its dhyanasloka 
depicting a beautiful damsel playing with her friends in the 
Mohiniyattam style and with a ball (pantu is ball). This has its 
predecessor in the ammanaipattu of Kerala and Tamil Nadu of the 
sarigam period. It had long been associated with erotic feelings but 
the revolutionary in Tyagaraja proved by his compositions that it is 
not so, and one can use this raga for the ultimate expression of bakti 
and can be sung in different shades of emotions of love, one 
among them being Srrigarabhakti, almost similar to the erotic love. 
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This raga he used several times, but ahiri, the song of the beggar, he 
has used only 4 times, but proved that whether you sing it or not, 
one can opt for a life of austerity if one wills. This type of 
bravery/boldness in life makes one different from the others in 
any era. The habit of ascribing the result of one’s karma and 
passions to a raga is not the correct way of preserving traditions. It 
is just a superstition which will prevent the art and science from 
progressing. The lack of selfish motive while teaching an 
art/science only can give one that boldness of decision and this 
marks the originality and genius of a person. Among the available 
melakarta ragas of his compositions, 15 are vivadhimela which also 
show that he was bold and revolutionary in his attitude to the dos 
and don’ts of the conservatives. 


Coming to the melakarta raga pattern, | got a revelation of the 
scheme Tyagaraja uses, from a very casual remark from Yesudas 
which he made during one of our conversations, in December 
season in Chennai. I also had the pattern from the kucceris of 
Yesudas and the way he sings the Tyagaraja krtis (This we will 
discuss later). From time immemorial, there had been 18 jatis of 
raga, derived from basic 6 seasonal ragas or rturagas (purusajati). 
The seasonal raga each has three striraga or ragini for it, 
constituting 18. This with their progeny (putra) of different 
combinations (the madhunadi) makes up the biological/cosmic 
possibilities of endless janyaraga of the universe. Any subsequent 
raga from the janakaraga is named a janyaraga. It is just an 
elaboration or a modification of the existing raga (the 72 
janakaraga). The 72 basic ragas are actually a vyiha of 4 raga 
associated with each of the original 18 jati, (18X4=72). That is 18 
parents with children make up 72. The subsequent generation is 
called putraraga, or janyaraga (but literally speaking even the 
janakaragas are janakaragas from the 7 parents). Below is a 
comparative table for the That raga of Hindustani music, the 
western mode, the pan of sarigam age and the corresponding 


vyitha of melakarta raga. wy 
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Table 2.5 


Vyitha of Melakarta compared to Hindustani, Western, Sangham Pan. 






Sambamoorthy“, Calanatta and kanakangi 


According to Prof 
and became extinct (pge 1! 


were very popular in olden times 


i 
61 Prof P. Sambamoorthy, Melakarta scheme with explanatory note/chart 


Grahabhedaprakasika, pp. 11. Also, The Scales of Indian Music: A 
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melakarta scheme with explanatory chart Grahabhedaprakasika). 
Urmika in ancient texts of Utpala is a janya of 
simhendramadhyamam and related to the rainy season, with 
whirling winds of high speed (tivravega vahini) described as 
purovakam in Upanisadic literature. Cakravakam also have this 
feature. Natta used in Ghanaragapaficakam, a derivative of Calanatta 
is significant. Tyagaraja has only two compositions in natta and 
none in Calanatta but there are gambhiranatta compositions. Why 
did he select it as one among the pajficaratna. Because it is 
traditionally a very old raga called kolli (kolli is the word for 
mountain tracts and the kings of Kerala and parts of Tamil Nadu 
were called kolli kavalan, or the protector of kolli). Hence, the 
kanakangi and cakravakam groups are popular in south India. The 
North Indian (that’s 10) on the other hand are located only in the 
first four groups, which are very popular in south India and are 
the most familiar and commonly sung ragas. 








Table 2.6 
The 18 Raga Groups with Vyiha (4 Each) available Tyagaraja krti in 
| last column 
Kanakangi, Rasikapriya 
Salaga, Calanatta 





Ratnangi Ratnangi, Kosalam 
Jalarnavam, Silini 
Jhalavarali, vaghadhisvari jhalavarali 
Vanaspati Vanaspati, dhatuvardhani 
Navanitam, gangeyabhisani |dhatuvardhani 
Manavati, jyotisvaraipini Manavati 
Pavani, ragavardhani 


Tanaripi Tanariipi, sucarita Kalavati 


Raghupriya, yagapriya (yagapriyajanya) 
Nil janaka 


5 


Kanakangi 
Sa ‘ 






Cognitive Approach to THAT/Melakarta, Prithwinder Mukherjee, Indira 
Gandhi National Centre for Arts. Aryan Books International, 2004. 
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sarasangi 








Sarasangi, sadvidhamargini 


Suvarnangi,carukesi 
Divyamani, mararafijani 


Gayakapriya, nitimati Janya of gayakapriya 
Dhavalambari, varunapriya _|(kalgada, jujuhali) 
Of varunapriya 


















Sanmukhapriya 
Gamanaésrama, natabhairavi 
Hatakambari Hatakambari, syamalangi 
Viévambari, jhamkaradvani. 


Tyagaraja has composed from all groups, except senavati and 
giyakapriya groups, at least one janakaraga. But even in these groups, 






Natabhairavi janyas 
Jhamkaradvani. 


166 













shows he was definitely demonstrating the derivation of one janya 
(rare) from another rare janakaraga. The rare janya of pera | 
jujjahuli is actually the old geyajejjujji itself which was old | 
gayakapriya. How I arrived at this pattern is from the Kuccheri of - 
Yesudas. I noticed somehow that he is following a definite pattern — 


Table 2.7 
Pattern observed in Yesudas kuccheri comparison with Tyagaraja * ‘ 
pattern aie: 
—4 kanakangi Calanatta, kanakangi a 


“2 wee oo TF 





3 


| 3 
. ® 
b | ud > re oe 


= 
> 


3p eee ST a 


| ETT toes Tos 
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(This is as in December 2005, as far as I know. It is possible 
that there are more sung by Yesudas, and I hadn’t heard them 
and Yesudas may sing all the melakarta ragas, God permits, I do 
hope). In December 2006, Kuccheri Season Rasikapriya (Diksitar 
krti) was added to the list. 

A question I asked myself was why did Tyagaraja compose 
all the 4 in 5 of the groups? 

Of these why is Riipavati group showing an originality? 

The groups in which Tyagaraja composed all were the most 
popular South Indian janakaragas, which since the musicians sing 
it too often became familiar and popular both in south and north 
(and became the That of the north Indian raga system and these 
were actually the oldest pans of the ancient Sangam age). But 
ripavati group was not so, and all the 4 are vivadi raga in this 
group. Tyagaraja purposely did this revolutionary step just to 
show that it is because musicians neglect the ragas that they 
become extinct from the memory of people. In north India, we 
won't find raga belonging to the vi§uddhicakra and agnacakra. But 
kanakangi, Calanatta, ganamiirti as heyajejjujji etc were very popular 
in ancient times. When these are sung, the vagadhisvary, 
nasikabhiisani, Silini, etc also included both visuddhi and agna, the 
upper cakras are well represented. The agnacakram is very 
important for a nddalayayogi of the order which we have already 
discussed while dealing with the upanisadic rsi/singer. Only by 
awakening the higher centres, a yogi becomes a piirnapurusa. And 
apart from a revolutionary movement or a teaching technique, 
here the Ramabhakta and perfect yogi Tyagaraja is performing the 
highest nadalayayoga in spirituality. By singing all the 72 possible 
combinations of the srutisvaramandala, one crosses the cycle of 
death and birth and Tyagaraja in merging with Rama had done 
this highest sadhana. 


To sing the 10 Hindustani Thath raga, one needs to know 
the four groups, hanumathodi, mayamalavagoula, dhenuka 
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and stryakantam and their vyiha of 4 each, a total of 16 
ragas. If one can sing these 16 ragas very well (16X2=32), one 
can also sing 32 samvadiragas well. But the vivadhi ragas are 
more complex and they are in the outer prakara of the 
melacakra scale forming the base of the pyramid. No one ever 
attempts to build upper story of the building without 
knowing/constructing base. But the lack of proper handling 
of the melakarta system does not prevent people from 
enjoying/or singing music. It is just like enjoying literature 
without knowledge of aesthetics. It is like handling and 
communication of a language which is familiar without 
having any knowledge of the aesthetics of that language or 
literature. In one of his television interviews, I heard Yesudas 
saying that it is like building a house on a tarpolin base, when 
we sing without knowing the base of the melakarta raga. But 
unfortunately, this is being done by all musicians for such a 
long period of time that we have ceased to think of melakarta 
raga system as an important part of music and music 
education. Students just learn the numbers, the easy method 
of memorizing the names, the cakra and the katapayadi 
method, and the gross scale just for getting a pass and they 
are not encouraged to explore into the beauty of it by their 
predecessors who spread the false notion that one should not 
sing the vivadhi. 

The twenty-two Srutis had different names during 
Bharatamuni’s time and they are representative of the emotion 
they evoke. It also gives an idea why the sudhagandhara and 
gandhara grama were dropped from the traditions of classical 
music, while they were inherent parts of drama and Kathakali. 
The roudra and krodha bhava are not needed in classical music 
while they are needed in Kathakali and drama. Music is for Santi, 
peace, love, wonder. The asuri qualities have no place in it. 
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Table 2.8 


Sruti in Bharatamuni and Melakarta 









No&svarasth |16 Old raga 
aid 
la 
rafjani [- |” Ri(catusruti)|R2_ | 
raktika |Ri__|Catursaba__—[4Ru9sad) [RB | 
Pets [Susie es oF sy re pera 
krodha_|ga___|suddhagandharal6ga_— G1 |gandhari 
vajrika rtaneaeatiaenien 7G1 aan ret 
Srutirisha) 
RE en a wd 
i n 
* Sa teiter es come: - pee MRS Rae 
marjani Suddhamadhya |Ma 10 Mi _—__|madhya 
pelt eed ee oie 
jo PR emer meron am MRS 
mam 
rikta | __[pratimadhyama 1200 | | 
sandipini| _|varalimadhyama|13Mi_ [M2] 
alapini_ [Pa____|paficamam _—[14Pa_ || Paicarni_ 
madanti | __—‘(sudhaddaivatam|15dha_ [D1 | 
es 2c) Te een OR RRS 
rote ct 
daivata 





ugra | |sudhanisadam [18Na_[N1_|nisadi__ 
LS nome: Seis ean | FE GS ae 


tivra Kaisikinisada {20 Ni N2 
sadSrutidaivata 

i icey a a 

ti 


mandaa | ___—|goulanisadam [22,0 | | 


ps) 
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Chandopati (Chandasam pati) is the master of all the chandas 
and is born out of sad (sadakhya, the mother) and is equivalent to 
Visnu/Krsna and upto the Sandipani (the name of Guru of Krsna 
in Bhagavata) constitute the svaras sa, ri, ga, ma (sargam-creation). 
From dlapini or paficamaveda (music), it is the next generation of 
disciples, and Krsna’s twin brother Balarama/Ananta. 

SA, PA are fixed, MA is the middle, Ri, ga is on one side, 
Dha, ni on the other side. A well equalized pattern. The 
interchange of the rigadhani creates different patterns. And all 
the patterns have to be computed on a possibility scale. Ma, in 36 
of the right side and 36 of the left side are different and hence 
that produce 36X2=72. 


The movement of the Ragaragini was demonstrated in a dance 
form in Cilappatikaram™ to Kannagi by the Yadava girl Ayya and her 
companions. This was a dance/musical demonstration® popular 
among the vraja women during Krsna’s times also. The Yadava or 
the vraja people were the wandering tribes, cattle rearing and 
moving from one place to the other, before any settlements and 
civilizations started showing the antiquity of the practice. 

Piirnasadjam, piirnarshabham, pirnanisada etc. with the prefix 
“purna” in the beginning denoted the complete scale, and the bhinna 
prefix was given to denote a minor change in it. “Bhinna” or “pinnai” 


62  Cilappatikaram. Aychiyarkuravai. Malayalam trans. Nenmara 
Viswanathan Nair. Kerala Sahitya Academy. 


63 Sacred and the profane. Dimensions of Love in Indian Tradition as 
Exemplified in Jayadeva’s Gitagovinda. Lee Segel. Oxford University 
Press. 


64 Virahabhakti. The Early History of Krsna Bhakti in South India. 
Frieldham Hardy. Oxford University Press. 1983. 

65 Seeing through texts. Doing theology among Sritvaisnavas of south India. 
Francis S. Coolney. University of N.Y Press, 1993. 


66 Vaishnavism. Contemporary scholars discuss the Goudiya tradition. 
ed. Steven J Rosen, 1992. 
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in Tamil is the sadja/Krsna with a very subtle change only. The deva, 
devi are one with only a slight physical/ripa change. Tyagaraja has 
composed the riigas with both these prefix. As I have already stated, 
vyazhakurifji (sourastram, siiryakanta janya) is a very ancient raga, 
Sarya is suryanarayana with suvarna (colour and svara). The vyazha 
or Jupiter, the deva preceptor, also shares this quality. Therefore, the 
most ancient kurifiji flower, which blooms once in 12 years, (this is a 
vyazhavattom) having blue (Krsna) and suvarna (golden) colour are 
related to Guru and Krsna. The golden one is the suvarnapuspa”’ or 
the one who loves guru/Sarya (siryakantha) and this is the old 
vyazhakurifiji. This name is still retained by the Lord Guruvayirappan, 
to whom I owe my life and work. And Saurastra is the original home 
where sauri/suvarnangi raga also originated. Somehow, Indians are 
very fond of retaining the old names though the language changes 
from prikrt to Sanskrit, the meanings intact and therefore it is good 
for a student of music to know the ethnomusicological importance 
of his/her art for better understanding. 


Yazhmurippan or Athana is similarly called vesara/vegasvara 
and is from vesaradesa—the place in between the present Andhra, 
Karnataka, Tamil Nadu and Kerala. The confluence of all the 
present south Indian states, Kedaram originated from the people 
working in the field of Kolli region and hence called Kolli at first 
and later as Kedaram which means a field. Ammanaipattu and 
Tiruvammalai of the Sangam period became pantuvaradi and later 
pantuvarali. In Sangam period, pan was a sampirnaraga, 
Panniyarthiram was shadava. 


———— ani 


67 Suvarnapuspa or yellow kurifiji (hemapuspika) flower. Amarakosa 
Parameévari vyakhyanasahitam Ousadivargavyakhyanam pp 167, 
commentary to Sloka 54. Synonyms of Svarnayathika as anya yiti 
suvarnahua sughandha hemayiithika yuvathista vyakthagandha 
gikhandi nagapuspika Harini Pithayathi ca pithika kanakaprabha 
manohara ca gandhadya proktha sa manusammitha (year of 
publication lost since front pages are missing in the book with me). 
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‘hiram was oudhava. 


Thirathiram was svarantaram and these were asampirnaragas. | 
Those who sing pan was a pana and a panini (padini/patti) and 
etvmologically the meaning of the name of the grammarian 
Panini is one who sings in Tamil tradition. And most probably it 
is not the name of an individual but a sarvandma, and that too for 
a female singer!! The songs were rendered either as a solo 
(vari/varam) or as a group (kuravai) in temples and the leader of 
the group was kuravai mutalvan (the first of the sound-the first 
nadabrahmam) and Visnu is addressed like that in Cilappatikaram. 
It was also rendered in a durbar, which was usually under a 
village tree, which became sacred later on. In this way, 


Around a bakul (elafiji tree) was the elafjimantram. 
Around a kafjira tree was kafjiramantram. 
Around a peepal was arayalmantram. 


Erifiji and punna became sacred for the serpent deity and 
devi, vaka for victory, punna for love, and pana (palm tree) for 
knowledge and education became the three symbols of Ceraman 
(the kings of ancient Kerala) just to keep this ancient relation to 
the sacred trees of ancestors.® 

There were three types of devotees of God and of the 
Goddess of vidya together called thondaiyar (servants) under a 
Tondaiman (the greatest of the servants of God, the king). In 
Vaisnava tradition of the south, we find a tondaiman establishing 
the vaikhanasa sampradaya of worship which we still follow. 

The tondayer were 


Othuvar-” who are singers/poets and do kottippadiseva. They are 
instrumentalists / vocal singers / composers / poets. 


68 Keralathinte Samskarikacaritram. P. K. Gopalakrishnan. Sahitya 
Academy. 


69 Hymns to Siva, Indira, Parthasarathy, Peterson. 
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Arayar: dancers, singers, seafaring tribes who bring money and 
riches from far off lands and who know the routes of the 
sea, land, and air and also the mapmaking, starwatching, 
etc. and they do attam, kottu and pattu seva also. 


The other thondayers are who collect flowers, make garlands, clean 
temple premises, and other kainkarya in temple. These are 
karukalas and are not having the same status as the carukala 
of the first two types of people. Even piija is a kainkarya only. 


The songs were sopina type not only because it was sung near 
the sopana to the sanctum sanctorum, but also because it was the 
arohana/avarohana of svara which made a ladder like movement or 
a nadasopana (a sound ladder in modern terms) ”. The process was 
to start with a grahasvara fix there and do dlapa at the subtlest 
position without any gamaka clearly, strongly, and from it glides 
softly /smoothly without effort to the next nyasasvara and in that 
order proceed up and down effortlessly. This process is explained 
by Bharatamuni and Elanko adikal, in tevaram songs, and in the 
temple styles of south India and is very old. The sound pyramid or 
nada sopana is thus made and thousands of years later, when a 
German musicologist discovered that moving from one mode to 
another, we are making a soundladder, we still go on saying that it 
is because of singing near a ladder in front of the temple that it is 
called sopanasangitam. 


When we think of temple music and the astapadi as 
sopanasangitam, we naturally think of Jayadeva’!, the devotee of 
Krsna. His astapadi has the first gita with 11 pada, the 10" gita with 
only 5 pada (ekadasapadi and paficapadi respectively) and the rest of 
the gitas (6) have 8 pada (astapadi). The first and 10% make a total 
of 16. 





70 Sopina (sound ladder). Sarigitattinte Padavum Padavum. Leela Omchery. 
D. C. Books, pp. 91-93. 


71 The Gitagovinda of Jayadeva. Barbara Stoles Miller. 
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The Gitdgovinda of Jayadeva has 192 padas in 24 gitas, and 19 
ragis are used with 4 talas (rhythms), all very astronomically 
significant numbers. The actors in the dance drama are also four 
in number, the correct number for a vyiha (Krsna, Radha, sakhi 
and the poet). Look at the 24 gitas and the ragas used by Jayadeva 
and then compare them with the popular ragas of ancient period 
and of the raga numbers used by Tyagaraja. The tradition of 
devotional music and its raga base will be more clear then. 


















Table 2.9 
Raga in Astapadi 

lors moma 
astapadi Jayadeva 
1. Malavi ue 
a. Godgahe s iets \elemmnet ost) a lReipecitier acicurs “eon 
3. Vasanta eating ois iocdNaganttas bos 9S foweny wh) 
| 
S.Gufijari __‘(rapaka—‘([Kufjari 
6. Guiijakriye 
7 Guar Sr gS oe 
8. Karnataka 
9. Desaksi eka _—_|DeSaksi 
10. Varali Varali/jhalavarali 
SE SES OS ee AE 
12.Sankarabharanam |ada —_|Dhira/Sankarabharanam 
V4.Kedarabandhu_lada___—(Kedaragoula, 
15.Mukhari [Ada [Mukhari 
16. Punnagavarali 

Malhar/malahari 
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frompas (ona) Meaali: sup Deegh. ere | 
pie iit 2 


eka Madhyamavati 














22. Madhyamadi 





23. Nadanamakriya _|eka 
24. Mangalakousiki —_|eka Mangalakaisiki (Matanga 
attribute it to madhyamagrama). 


| am just pointing out that Tyagaraja was not deviating from 
the old temple traditions of India and was a great devotee and 
spiritualist, a torchbearer and protector of 
bhakti/temple/musical traditions and yet he could deviate from 
the conservative view that one should not sing vivadhi and the 
like. He had beautiful compositions in all the old traditional 
ragas, and then explored into the beauty of the ocean of nectar of 
classical music and brought out the rare jewels from its depths. 
He was a teacher (guru) and a confident musician that he 
excelled in his abilities and he had accepted melakarta scheme and 
sang and composed in all the 18 groups of the scheme, and yet 
there are a few people who still go on repeating the same old 
pallavi that melakarta scheme is not necessary, and its importance 
is only as a vestige to be taught to the novice that such a thing 
existed in musical history. It is this attitude which is dangerous to 
the art and science of music. 


To be proficient and confident in music, one should know 
and be able to sing all the sampiirna raga compositions is a golden 
rule every performer should follow. Because it gives you the base 
of the nadasopana on which the art is built. Probably Tyagaraja 
taught these things to his inner esoteric circle of students only, 
and that is how (through Paficanadam) Mahavaidyanathan Sivan 
came to be an adept in it. 

Gitagovinda of Jayadeva was created in Sanskrit, the elite 
language of Indian scholars, in 12 century AD (600 years before 
Tyagaraja) in Kenduli village (Kindubilwam) of Bengal. Till that 
date, gitas were written in regional/ prakrt languages. That is the 
5th Veda, music was a pastoral nomadic drama (gopanatya) as lyric 
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drama (gitanatya) was a kaisiki vriti-a function of nomadic cattle 
rearers” (gopdla), women (abala) and children (bila), a very 
popular way of giving education and entertainment to the 
masses. The people of the country, irrespective of caste, creed, 
sex or age and status could create, participate and enjoy it and in 
this way, it was of the masses. That is why, Bharata reverts to 
prakrt when he gives examples to Gita. And that is why in 

marasa > of Kalidasa, Sarasvati speaks in prakrt to 
Parvati (a female) and Sanskrit to Siva (the male scholar)! It was 
this traditional prakrit gita which made cultural exchanges easy 
and difficult at the same time that Buddha adopted true to his 
tradition, because he wanted to communicate to the masses. And 
Tyagaraja also composed in Telugu, the regional language. But 
we find a few Sanskrit compositions of Tyagaraja also. 
Muthuswamy Diksitar, on the other hand, is more attracted to 
the Sanskrit/scholarly/ tantric systems of the country and 
remain devoted to that style. The Sanskrit krtis of Tyagaraja prove 
that he was equally proficient in the scholarly language, but he 
remained attached to the tradition by composing maximum 
numbers in Telugu language (as Bharata had prescribed). 
Jayadeva, on the other hand, composed his gita in Sanskrit, 
because in Bengal the tradition of the Bavuls was rich and the 
regional tradition of Bengali music was popular and Jayadeva 
wanted to show the scholars of Sanskrit the ability of this style of 
gita music to attract all and also to be appreciated by the scholars 
all over India, he needed to compose in Sanskrit. Hence 
Gitagovinda was a deviation from the hitherto practice of the land 
not only in its erotic representation of Krsna/Radha but also in 
the language, though he remained traditional in usage of the 


72 Myths, Saints and Legends in Medieval India, Charlotte Vandeville, 
Oxford University Press, 1999. 


73 Kumarasambhavam of Kalidasa. Complete Works of Kalidasa. DC 
Books, Kottayam. | 
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familiar janyaraga of the land and only four tala systems popular 
among masses. Jayadeva was a devotee of Krsna, no doubt about 
it. But Gitagovindam was composed with a specific purpose as he 
himself has stated. 

Yad Gandharvakalasukousalamanu 

Dhyanam ca yad vaisnavam 

YaSchringaravivekatatvam api yad 

Kavyesu lilayitam 

Tat sarvam Jayadevapanditakave: 

Krsnaikataénatmana: 

Sananda: parisodayantu sudhiya: 

Srigitagovindata: 

(He is asking the learned scholars and aestheticians of the 
land to examine with bliss—sanandam—the composition of 
Gitagovindam for: 


The efficiency of the poet in Gandharva art, 

In writing, composing, singing of gita with raga, tala, bhava to 
awaken rasa (ecstacy) according to the bhava of the 
composition and performance, 


The poet’s concentration and one pointed devotion to Krsna 
(bhakti / dhyana), and 

The creation of beautiful poetry, knowing the principle of $rigara 
as well as the philosophical meaning behind it (wisdom) 
and how one can induce the subtlest kind of ecstacy of 
rasa with it. 


Hence, though Jayadeva composed it for scholars in Sanskrit, 
it became popular all over India, including Kerala, the land of 
scholars in Sanskrit. And it was adopted as a ksetra style by the 
scholars and kings and thus reached the masses and it evoked 
the sense of srrigdra in them, and gradually removed or replaced 
bhakti with erotic emotions. 
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But in Tyagaraja, one cannot see this happening. His attitude 
was entirely different. He was too much involved with and 
engrossed in the activity of meditation of the Lord and music, 
and in exploring it with a research mind, and teaching whatever 
he knows to the close disciples and the rest of the time 
meditating and singing in ecstacy, and by his spirituality and 
nature the masses and the scholars alike were drawn to him. The 
compositions in Sanskrit and Telugu flowed out of him but with 
no aim of getting the praise of the scholars or kings of the land, 
but in a spirit of universal love for all. Tyagaraja was also a yogin 
and a devoted bhakta and scholar of Sanskrit, and Gandharva vidya 
and ekantikabhakti (Bhagavatasampradaya) as Jayadeva boasts off, 
but he never thought of showing them off to the scholars. The 
teaching, the demonstration of the genius, the adherence to 
tradition and at the same time correcting the errors that had 
accumulated in it through years of neglect, acceptance of the 
basic melakarta scheme, and the ragadevatadhyanam”™ associated 
with each so that the ragadevatas danced before him effortlessly 
and naturally makes him different from Jayadeva, similarity is 
only in the medium of music and Visnu. Tyagaraja had no wish 
to impress others but others were impressed by his prowess and 
devotion, not through the medium of scholarly or kingly 
interventions (as in the case of Jayadeva). Both Jayadeva and 
Tyagaraja were pandita and bhakta poets. But Jayadeva was a 
panditakavi who made use of Krsnabhakti to impress others. And 
Tyagaraja was a bhaktakavi to whom panditya came naturally and 
effortlessly and for the sake of selfrealisation and merging with 
his Lord God. This potential difference was there in these two 
persons as historical figures. 





74 Ragadevatadhyanasloka Bharathakosam. A dictionary of technical terms 
with definitions collected from the works on music and dramaturgy 
by Bharata and others. Munshiram Manoharlal, 1983. 
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As I had pointed out earlier, the kirtans in popular raga are 
carried over to different places by the singing minstrels and it is 
in this way that it becomes popular in a distant place. But in 
Jayadeva’s case it was different. In the development of the Thath 
of Hindustani music, it was this principle which worked as we 
have already seen from the charts/tables etc. If the singers stick 
on to singing popular music alone and that is taken to far off 
lands, naturally that alone will be known in those far off places 
and this is a cultural gap which appears because of human 
limitations/error. Probably, the gap was created consciously 
because of the competitive spirit of the court singers who taught 
the secret only to their close disciples. But it could also be 
because of the ignorance and the inability of the masses to take in 
the deep secrets of the art, so that the Guru has to depend upon a 
few good disciples, devoted to the art. By composing all the 
vivadi ragas of ripavati group, Tyagaraja made a socio-political 
statement, a very profound one that vivadhi can be sung and that 
too beautifully and with aesthetic sense creating more bliss than 
the common ragas. The complexity of the raga gives it a profound 
beauty akin to divine beauty. If one cannot internalize the divine 
grandeour of God, it is not the fault of God but some kind of 
inadequacy /limitation within oneself. If vivadhi is not sung, we 
will not be able to grasp the possibility of complex ragas; 
internalization of them, so that the vivadhi (dissonance) is lost by 
the equalization (séma) treatment within our heart, make it a 
samvadi (consonance). The profound beauty of complex ragas is 
something akin to divine splendour and exploring into the 
divine splendours of a transcendental mind of Tyagaraja, we too 
can find these rarest of rare jewels. 

When it comes to myself, I have a pattern of writing in highly 
logical, scientific language and a simple musical poetic language 
(in prose and poetry) and the pattern of my speeches differs 
when I address a group of children and a group of adults, or an 
individual very close to me and one who does not know me (or I 
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do not know him/her). Probably this pattern is there in all 
communications of all individuals to generalize from my own 
experience. Hence, to apply the principle to a Tyagaraja or a 

Sankara is not too difficult, I think. | 

Coming to the subject of the Indian ragas related to spacetime 
continuum and cosmic purusa, we have to think of the 16 kdlas of 
the moon’s waxing, waning, and the 12 months of 6 seasons, and 
24 hours of the earth/sun combination and then relate it to the 
position of the star clusters which are fixed points for a man 
looking from earth. And the easiest and the most observable for 
an ordinary person (say, the masses) is the seasons, the changes 
brought about by the season on the earth’s atmosphere and 
nature. Hence, the popular traditions of music are attached with 
seasons. The six rturigas (the purusa raga) which bring about 
changes on the woman, the earth is related to the sun and its 
relation to earth. 

These are the Malava, Sri, Indala (sindhola), Kannada, Vasanta 
and Malhara (or mallari). All are synonyms of stiryanarayana 
(Visnu) with appropriate relation of it with earth, assuming 
different names and forms. 

In the caitra/vaisakha, Visnu is the vasantaraga (the spring) 
and the zodiac is mina/mesa. 

Asada/$ravana (karkitaka/simha), he is Malhari/or mallari, 
the raga of the rainy season. 

In this way, kanni/Tulam is the Kannada (Sarat), vrScika/Dhanu 
is Indalam (sindholam is the correct word), the hemanta, 
Makaram/Kumbham is Malava, the sisiram (very short in India). 
Between vasanta and Malhar lies the famous and ancient Sri raga 
which is so dear to Visnu (as described in Visnudharmotarapurana) 
and it is the rsabha/mithuna and grisma season. It is here we find 
the kartika, rohini, ardra, punarthim or punarvasu (the 4 female 
stars dear to Muruka, moon, Krsna, Siva and the sun). And in 
vedangajyotisa, the zero degree of zodiac starts in this (with kartika 
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as the beginning). In melakartaraga also, this pattern is used, with 
the visudhicakra. 

With these thought processes in mind, when I looked at 
Vidyaranya’s (14" century advaitic vedantin/and musical genius) 
and the subsequent followers of melakarta experts, I saw this 
pattern related to the purusaraga series and a table of comparison 
of these authors upto Venkatamakhi will demonstrate it better. 
Vidyaranya had named 15 melas, Ramamatya in 16" century 
named 20 melas, Somanathakavi in ragavibhodam had listed 23, 
and Venkatamakhi listed 18 pdarvoktamela, mentioned 54 
possibilities and their names and laksanagita for each. 


Table 2.10 














Melakarta from 14th century to late 18th century-comparison” 
Sad el 
ga ka-vi ment 
L.natta Suddhana- saat = 
chalanatta {di calanatta) 
calanatta arnt 


.gurjari malavagoud es Goula 
(malavagoud |a (mayamalavag |From 






meet eG 


75 Ragasudharnavam, K.T. eres ge Fe ae Keralabhasa Institute, 
Trivandrum, 1992, pp 7-24. 
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Vakulabharanam|(bhairavi) 
Subhapantuv 
aradi (shubhavaradi) 
kalyani 
ua 
27 |si vam (ramapriya) malhari 
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The combination of Samanta and mallari Was sdmantamallari in 
old days. Like that the styles of different Tegions merged like 


applying that to the tule, instead of the 72 tule, which as I have 
proven mathematically ig only corollary to the 72 rule. He 
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preferred the 6 face system in music, and the 5 phase system in 
vedanta as his famous book indicates and he wanted to make it vice 
versa and gave only 15 raga names, just as 15 chapters to his book. 
This is just like Jayadeva had given 192 pada just like the 192 
adikarana of the Brahmasiitra text of Badarayana (accepting a 
vedantin’s/astronomer’s number into music). The grouping of 
cosmic/biological raga on a 6 degree basis allowed Vidyaranya to 
make the six rturaga to be grouped as 10 each making up 360 
degree astronomically. But from musical point of view to explore 
all possibilities of the human voice, this is not enough and the 
ancients used 18X 4 =72, and assigned 5 degree for each raga on a 
cosmic scale. Verikatamakhi knew the importance of both systems 
and applies this in his melakarta raga scheme. Ramamatyan and 
Somanathakavi, on the other hand, seem not to have understood 
the basic principle of this and made some confusion, at least in 
some of the ragas, and this confusion and the discussions on it are 
still there continuing. Just by adding any name and not explaining 
the mathematical principle and the meaning of the name, one 
creates confusion among the people who are unaware of the 
proper methods of knowledge. Knowing this, Venkatamakhi 
attempted a basic terminology, using katapayadi system which is a 
nemonics (used by modern educationists for easy remembrance) 
and at the same time with insight into all possibilities, 
mathematical, musical and philosophical. By this he wanted to 
erase the confusions existing in the minds of all, partly created by 
the predecessors, and partly by the ignorance of the masses. He 
thus continued the thread left by Bharata, Matanga, Vidyaranya— 
the disciple from the gurukula of Sringeri Sarada, and Tyagaraja 
accepting this system also was doing the same. The acceptance of 
it is natural for Tyagaraja, a Visnu devotee. The next of the series 
was the son of Paficanidam (a close associate and disciple of 
Tyagaraja), Mahavaidyanathan Sivan. 

Vidyaranyan definitely knew groups 1, 15, 3, 17, 8, 16, 14, 7,9, 13 
and 2 (at least 44 melakarta ragas). Ramamatya’s confusion in 
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separating Harikamboji from Sankarabharanam, and gayakapriya from 
mayamalavagoula, (in cases of kedaragoula and kamboji) was shared by 
Somanathakavi, his immediate successor who naturally had the 
confusion handed over to him from Ramamatya. Venkatamakhi 
resolved the confusion, by accepting the earlier views of Vidyaranya, 
and then explaining the reason for the confusion from the theory of 
maximum possibilities and its basic number with sampirnaraga. 
Regarding the ancient samanta raga, Calanatta as janaka was negated 
and the new name, naganandini, given since it had origin from the 
wandering (cala -traveller/moving, Nadika or natta gypsies of the 
snake charmer groups and therby different from the Natta of the 
settlers). The Karnataka gouda as vagadhisvari, ritigoula as vanaspati, 
renamed and distinguished by Ramamatya was accepted by 
Venkatamakhi also. The thodi, vakulabharanam, siryakantam, 
Subhapantuvarali, simhendramadhyamam, hemavati, mechakalyani and 
ramapriya are known to Ramamatya and Somanathkavi. The careful 
mathematical logical treatment Venkatamakhi gave to the system 
revived a lost ancient tradition which formed the base of yoga, 
astronomy, Ayurveda, tantra, mantra, vedanta, mathematics and 
music alike and gave it an experimental, logical, mathematical 
practical proof and made it authentic. The way to this process was 
paved by Vidyaranya, completed by Venkatamakhi, and proved by 
Tyagaraja and kept alive by Mahavaidyanathan Sivan. It is this 
tradition I am researching through M. S. Subbulaxmi and Dr. K. J. 
Yesudas, the pioneers in my times who have kept alive the tradition 
among scholars and masses alike. 

In groups 7, 10, 18, Tyagaraja is not using the first of the group. 
In group 7, it is naganandini (instead of senavati), in 10 latangi and 
sarasangi instead of ndtakapriya, and in 18 jharikaradwani instead of 
Hatakambari. This is just an observation and I cannot explain why. 
If somebody can find out, they can contribute. 


If one knows thodi, mayamalavagoula, dhenuka and siryakantam 
groups (16), one can sing all the inner groups of 32 samvadiraga. 
These migrating to other parts of India and elsewhere became 
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popular there while the outer 40 remained obscure and unknown 
even to the good musicians of our country and this defect was 
being addressed to by these great personalities and among them 
the first of the Sankara series is Ubhayabharati (Sarasavani), 
Ssrada incarnate at Sringeri, the embodied Mikambika of 
Sankaracarya, the 11" from her is Vidyaranya and then the others 
(see guruparampara in chapter 1). 

Ramamatya’s list includes 5 vivadhis belonging to 4 groups— 
natta, gayakapriya, simantam and. $ilini (Calanatta, old kanakangi 
comes under the same group, hence 4). 


Group 

kanakangi, Calanatta, rasikapriya, salaga 

ratnangi, Sulini, kosalam, jalarnavam 

naganandini (samantam) senavati, gavambodi, chitrambari 

Gayakapriya, varunapriya, dhavalambari, nitimati. The rsabha of 
Calanatta and naganandini are different and that was the 
confusion for Ramamatya and it had to be addressed by 
someone. That was what Venkatamakhi did the old 
mukhari, nattai, hejjujji, desaksi, and their Srutibheda were 
very prevalent in ancient Tamil Nadu, Andhra, 
Karnataka and Kerala—only the names have changed. 
The éruti and raga have remained the same. The vivadhis 
were prevalent till Vidyaranya’s time and a central 
32+the peripheral 20 vivadis (means 20+20 =40 vivadht) 
were known to Vidyaranya and that is all the 72 (not 52). 


I was searching for evidences of my dreamvisions”® of raga, and 
mandala” of light and sound patterns and the origin of multiverses 


scien nen: 


76 Dream and music. A reader on the religious, cultural, psychological 
dimensions of dreaming Kelley Bulkely (ed). Ch.2, Making dreams 
into music, Nancy Grace, pp.167. 

Ch. 10 Reflecting on a Dream in Jungean Archetype practice. Pp. 236-239. 
Jane White Lewis. Ch. 15 Dreams of scholarship, Jeoffry Kripal.pp.239. 
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and endless raga out of it, and I got evidences from modern and 
ancient scientists of various disciplines to prove it scripturally, 
historically, musicologically, astronomically and medically. But I had 
no idea of how a musician is bringing it out. Reading Tyagaraja is 
different from being able to sing like Tyagaraja, and it was from one 
of my personal conversations with Yesudas that I got the secret 
revelation of it. One has to awaken the Sioasakti or the duel principle 
of laya/sruti (which is essentially one) and balance them not as a 
straight table as you see in books, but as a coiled cobra/ serpent or 
better to say, two serpents in an eternal embrace, one has to start 
from a miila, the beginning, and then ascend to the Sirsa, and then 
descend and ascend in alternate way making a full circle with each 
of the four ragas. Like kanakangi, rasikapriya, salaga, calandatta, etc. 
making a figure of 8, though shown as a catura or square with a 
karna (diagonal) from calandtta, the ascend is to ratnangi and the 
scheme is ratnangi, kosalam, jalarnavam, Silini. This continues for 18 
times to complete a melakarta raga, and by then the entire cosmic and 
biofield of the singer is awakened. This secret I knew from Yesudas 
and I am indebted to him for this. Eighteen up and down coiled 
movements of the coiled kundalini (9X2) gives us navasakti (nava for 
both new and nine) and this brahmavibhati or rasanubhava is a yogic 
feat, an awakening of divine energy giving physical, mental, 
intellectual and spiritual health. The vedantic, Vedic traditions and 
the yogic/Ayurvedic traditions become unified in this process of 
nadalayayoga. 

Was this known to Bharatamuni and to the women of the 
Yadava race of Krsna? 


Bharatamuni” says: 


el a ae a ne Th eect eee 


77 Jung, C.G, and Karl Kerény. “Science of mythology: essays on myth of | 


the divine child and the mysterus of Eluesis”. Mandala and Music 


78 Naradapaficamasanhita as a Quote-from Bharata pp 32. A Critical Study 
of Sangitamakaranda of Narada. M. Vijayalakshmi, Gyan publishing 
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Each Gopi represented a raga. There were anantam (endless) 
ragas created. Of these, 16008 became very famous. In my time 
only 36 exists. The others have become extinct. 


How was the 16008 derived? 


Divide a sphere into 4, and then to 8. Each has 45 degree and 
it represents the 8 directions interrelated to a central point of 
observation, the earth. These are the 8 laksmi/viagdevi. Then 
divide each of these 8 directions to equal halves making 
16(sodasa) kala. Then divide each into 1000 parts, so that there are 
a total of 16000. These smaller divisions are the janyaraga derived 
from the preexisting 8 major devi (janani raga) and are related to 
the nadi divisions of the mandala with respect to the fixed star 
clusters, the moon, earth, sun and the other observable moving 
grahas from earth’s surface. Each nadi is a ragini of God, and each 
living thing is singing a raga in praise of God, or more precisely 
each living thing is a raga, sung by the divine Brahma enjoying 
Himself /Herself. This is the advaita vedanta of India applied in 
Nadabrahma. The Guru thus assumes the living representation of 
the Nadabrahma in a gurukula system. 


But did the Vedic rsis mention the number 72 in the Veda as a 
representation of the cosmic/biological/musical lasya of rasalila 
or rasilila? Or was it an imagination of Bharatamuni or of the 
Sangam age composers like Elango Adikal? Searching the Rgveda, 
I found the following (2-3-11): 

Dvadasaram Nahitajjaraya 

Varu varuti cakram paridhyamrtasya 

Aputhra agne mithuna so atra 

Sapta Satam vimSatiscastu. 





Co. 1996 (slight variation from the text in Kerala but with no change in 
meaning). Gopi bhir gitam (Kerala) gopi gitum (Vijayalakshmi) Kysya 
sunnidhau (Keralam). Priyasannidhau (Vijayalakshmi) 
Sangitakalpadrumam of Muthayya Bhagavatar ragaprakaranam, ragotpati 
pp. 566 for the padabheda. 
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(Meaning: There is a wheel of energy. It has 12 spokes. The 
paridhi or diameter of it is endless nectar or bliss. The wheel is 
moving around and around in endless cyclical motions. This 
movement is brought about by 720 energy couples or agnimithuna 
who go on moving endlessly). The diameter of this wheel they 
measured with 22 sruti and 7 svara (22/7) the secret formula of the 
transcendental pai. This was done by the guru and gurupatni 
together for the disciples to understand the timecycles and for this 
the gurupatni had to be as learned as the guru. This gurukula system 
of India assesses the divine bliss of nadabrahma, as music, astronomy, 
mathematics, bioenergy, yogic sadhana, and the paficamukha gayatri of 
samudrikasastra of human body in cosmic proportions and it is in 
this way the 72 as a number in musical beauty and possibilities 
became important to the ancients. It was not just a number to be 
used, but the unified number for cosmic biological rhythms and for 
the absolute bliss or ananda (of different types explained by 
Vidyaranya in his Paficadasi). The aesthetic bliss of 64 arts, and that 
of yogananda, and the ananda of a healthy person with all the riches, 
and that of Brahmananda are measured with the same scale but in 
astronomical proportions of quality and quantity. 

The concept of mithuna as couple or twins (as the 2 asvins, 2 
suparna, male/female, Sivasakti, Radhakrsna and gurusisya) originated 
in this agnimithuna or energy couple concept of the Rgvedic rsi. 

Section 2: The geodesics of music” 


In chapter. 1, section 6, I had mentioned how musical notes in 
Indian classical music make spheres, triangles, pyramids and 


79 Geodesics; A brief Hestory of time, Stephen Hawking, Bentam Books, 
1989. pp. 32, 33, 34, 195. Geodesic lines as karna(diagonals) 
Varahamihira’s Paficasiddhantika, Dr. Suvarna Nalapat, N.B.S. 
Kottayam, 2000(2" ed.). Graphical geodesical lines applied for some 
quasiperiodic lining. Tohru Ogawa and Yoshinori Watonabe. Institute 
of applied physics. University of Tsukuba, Japan. 
Htpp:/members.tripod.com/wismath5 /ogawa2/index.html 
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The quarter notes are repeated. The consecutive equal tones 
are tied to them. If the items are 1, 2, 3, the permutation will be 6 
combinations (1, 2, 3), (1, 3, 2), (2, 1, 3), (2, 3, 1), G, 1,2), B, 2, 2). 
The piece based on 120 permutations of the C pentatonic scale 
has 3 parts. 


Digits 1, 2, 3, 4, 5 in the interval 12345-54321 are taken in 
ascending order. 


On top of the last 4 notes of every permutation in the first part, 
the 4 are played. So all the 24 permutations of the 
current 4 notes are presented. | 


On top of the last 3 notes of every permutation in the second 
part, thirds are played, so the 6 permutations of the 
current 3 notes are presented. 


This process is called the prasthara to get a khandameru 
(elaboration to get part of the mountain pyramid Meru which is 
the centre of the entire universe around which all revolve, and on 
top of which the deva, gandharva, and apsara live in total bliss). 
That is the process to find an arc of the universal wheel of 
creation and to have bliss of the experience. This basic principle 
is applied in music, mathematics, astronomy, mapmaking and 
vastu®, an interdisciplinary approach of Indians. 


The moment we think of an arc, we naturally are thinking of 
a spherical, cyclical, global, circle or a mandala. And then about 
the question of whether there is a limit (paridhi) to it? We know 
that it is a limitless structure but for easy understanding, we have 
to imagine a limit to it and the imaginary sign zero was the result 
of this. Thus zero stands for the first number and the first 
Brahma, the first, the middle and the last and the endless of ; 
everything, the amrta or nectar (boundary of a boundary is 





80 Pragathy, a trimonthly journal from Calicut, Interdisciplinery approach 
of mathematics, vastu and astronomy series (1989). 
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zero).*' We have a boundary for earth, for the visible sun, and all 
other objects seen. But not for the spacetime continuum from 
which all these structures and life arise and merge. Thus, trying 
to find the limit of the limitless and deriving the bliss or adnanda 
of it became a pastime and a quest for the scholars and 
aestheticians. 22/7 became a tool for it. But to experience it 
directly, one has to sing/listen to the geodesics of music created 
with the 22 srutis or svaras. You can’t get it with mere logic but 
you can experience it with music. 


Pai is a transcendental number. It gives a long decimal after 3. 


3.141592653,58979323846264338327950288419711693993751058 
2097494 


In the first 60 decimals (which is divided as 9+51, nine for 
rasa, and 51 for letters of Indian alphabet) lies the special 
musical/mathematical alphabet (the Le language communicale 
of Oliver Messiane) of the Indians. If there had been only 26 
letters (and above it) the Indians call it a dandaka. It was this 
which was taken by the English speaking people. In a dandaka 
take each digit separately and the numbers 1-26 are projected as 
letters A-Z in English. This projection of numbers to alphabet 
attributed at present to western musicians was an age-old 
practice in India and is called the katapayadi, the Vararucivakyam 
and the Kaliyugasankhya method. And it is this method which is 
used in all astronomical/mathematical / musical texts of India. 


Music should flow spontaneously, naturally and effortlessly. 
It should not be obstructed. This flow of countless §ruti (anantam 
Sruti) from the 1000 hooded omega or ananta is a common theme 
for ancient Indian texts. This ananta is now called the omega 
constant by the western world (W1) and its inversion (1+W1) 


81 Limit of the limitless is zero (Paridhi of paridhi). Concept of zero, 
Paficasiddhantika, Varahamihira. Commentary and comparison with 
Modern scientific thought by Suvarna Nalapat, Ch.4 pp.196. N.B.S. 
Kottayam. 
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both are algorithmically used in music (avoiding the third beat in 
4/4 time is a golden rule for creating a nice flow to music). If we 
take the Ramanujan number *(e) to the power of x squareroot of 
163(eX sq 163)and its first 503 digits, we can get a part of C in 
Gunkali raga (the importance of 503 is that 32 times of it gives 
16096 which is 88 (11X8) less than the 16008 ragini of Krsna). 


01234%value 
digit 567891/8 value 
pitch C Db FG Ab 


The use of Euler’s function (¢)® in music is a much discussed 
and proven subject in the western world, but only very few know 
that it has been discussed for over a much longer period by the 
Indian aestheticians as the law of beauty of the Tripurasundari, the 
Goddess of poetics/music and beauty. The Lorenz butterfly, the 
so-called strange attractor defined by the differential attractor and 
the 3500 iteration which look like a figure of 8 and like two 
intertwined serpents is given for E phrygean by western musicians 
(the Thodi, Bhairavi, chevvazhipalai of the Indians). The figure of 8 or 
ananta or the leminiscate was a very sacred (pavitra) symbol for the 
Indians and still is. There exists a pattern like this for melakartaraga 
pattern also. It is like two serpents having 18 coils around each 
other in a spiral and moving and dancing like a glowing ball of fire 
or energy. The intertwining ladderlike ascends and descends of the 
two which never separate from one another having a strange 
attraction for each other, smooth flowing cyclical geodesics 





82 Encyclopedia of Indian Music, With Special Reference to the Ragas, 
Delhi, India, Sri Sadguru Publications, 1986. 

83 Euler: Euler’s Function Musical Mathematics; A practice in the Tuning 
Instruments and Analysing Scales. Cristiano M. L. Forster, 2000-2006, 
part 3, Indian Music, South India. Also refer pp. 197, 198, 219, 220, 245- 
6, 294-5 for Gerolamo Cardano, the physician, extra ordinary, his 
probability and theory of complex numbers and from that how Euler 
made the most elegant and universally applicable mathematical 
construction. 
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of Tripura as kundalini is in the yoga sampradaya also. 
Euler in 1727 in his thesis on sound generated a few 


rhythm of nature, one derives the natural rhythm of music. How 
does a person Perceive order? 


_ You don’t know the rule. You never had access to the educational 


system which tells you of the Tule. Yet you have a natural 
taste to seek perfect beauty and nature just reveals it to 
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you (natural revelation). This gives you the bliss 
unsurpassed by scholarship or learning. Music gives 
both these types of bliss to different individuals. 
Sounds in music are in a numberline or a series which the 
Indians call a Sreni and this follow the law of progression. The 
order of sound is of two types. 


Pitch (height) low or high, and 
Duration of sound (mitra). 


The metaphysics of the indirect perception of bliss of the 
ratios of sound frequencies existed in all Indian/western minds. 
The bliss is arrived from and through proportions is the concept 
we saw when the rsi tried to measure musical bliss as parardham. 
The rsi said that to measure bliss, one must have a soft 
compassionate heart, kind temperament and the sound 
aggregates which gives the beauty of Tripurasundari or the 
Goddess of learning herself. 


Euler also defined the same thing. Instead of talking about 
the Tripurasundari proportions, he named the degree of softness 
as Gradus suavitas the order and ratio of sound intervals giving 
the grades of softness to sound. Euler’s reasoning is 1: pq ratio 
exceeds 1; p as 1: q exceeds 1:1. It is necessary that its degree is an 
arithmetical ratio of p, q and 1, which produces logically (p+q) - 
1. This is the total number of blows, the sum of all the blows 
decreased by one unit. The chord is all the more consonant when 
the coinciding blows from the sounds are in higher proportion in 
the whole of the produced blows. In Indian concept, there are 36 
Saktitatva (power principles) and their mirror images constituting 
72 as a power number of the devi. This+the one Brahma=73. I had 
described this rule with the sqareroot of time in astronomy as 
early as 1980, but had failed to see it in music, because of my lack 
of knowledge about the same principle in it. Once when I was 
talking about the 72 melakarta to Yesudas he asked me, is not 

there a 73" raga? I could not correlate the significance then. That 
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was when we became aquainted first. Then after 6 years in a 
private conversation, he asked me the same and told me the 
criss-cross way of singing. He said, kanakangi is the exact 
opposite of rasikapriya, and one has to proceed that way for easy 
singing. Then also I didn't get the rule properly. Then he said as a 
riddle, do you know that I have kalasarpayoga in my horoscope? 
Yes, I had seen his horoscope. Then, as if a 7 door had suddenly 
opened, it dawned on me that it is the same rule of squareroot of 
time as the twin serpent coiling in kundalini that is working with 
72 melakarta and the beauty of that discovery was so great that I 
lost myself in a reverie on the greatness of God. 


Nineteen as the square root of time is the geodesic line or 
karna (diagonal) of a curved space™ converted to a square (catura) 
and gives prosperity (sr7) and this caturasrikaranam is for making 
things easy at a mundane plane. The catura is made of 4 lines 
(danda) and the Caturdandiprakasika of Venkatamakhi is just that 
rule only. 

Just like the the shortest distance in geodesic is the karna (the 
squareroot of time or 19) and it always goes on moving, the 
shortest geodesic in music where the 18 jati+their 18 inverse 
orders and the mirror images of them are used (as 72 melakarta) 
there is always at+1=73 for the one Brahma, since the 72 are for 
the devi sakti. And within a split second I knew the 
musical /mathematical / philosophic intelligence of this person to 
whom I am talking. That was a moment written in golden letters 
in my life. 

The question of consonance and dissonance is not there in 
music of the highest order. Because the division of the component 





84 Squareroot of time as diagonal or geodesic line of curved space. 
Varahamihira’s Paficasiddhantika. 


85 Ferris, Jean: Music the Art of Listening (6th Ed n), Boston: McGraw- 
Hill, 2003. 
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numbers (sounds) by their HCF, to calculate the degree of softness 


of their LCM gives only softness. When the 12 solar mandalas 
- become the 16 lunar (Sruti) mandala, the first 16 degrees of softness 
happen, which the devotee of the devi (as nada and svara) calls the 
sodasi or sodaSa upacara to the devi. It is with these that the devoted 
rsi/aesthetician measures the bliss of his/her musical experience 
_ and the beauty of the devi. The bliss and the beauty of it increases in 
exponential proportions or astronomical proportions as 0, 1, 10, 100, 
1000 upto (1) n10. The vivadhi is not different from samvadi/vadi in 
that blissful mandala. Because dissonance is only a bad consonance 
of a higher degree and in exponential proportion they merge into 
the bliss of omega (timelessness-ananta-the endless serpent of 
timespace) and are lost in a total bliss of laya (dissolution). 

The major triad C, E, G (4, 5, 6) has an LCM of 60. The 
complete chord has 12 numbers (12 notes) or 1/12 rasimandala 
portions of 30 degree each in Indian cosmic scale. In the major 
triad, the 5 of E and the 3" of G also is included (5') and 
therefore a 13" Sruti is always possible (the law of partial sound 
of Helmsholtz). We should know the intensity of each. Music is 
Sruti. Sruti is endless successions regulated in time of a series 
(Sreni) of harmonies. The succession in order is Tala (kala) and 
therefore sruti is the same as tala or laya. The Sivasakti 
(male/female) though they appear different are one! Just as two 
coiled serpents intertwined so that their identity is one). 


(No consonance or dissonance in music of highest order. When two or 
more tones occur simultaneously the resulting sound is active evoking 
a sense of tension/the drive (dissonance) or may look like passive 
sound, at rest. In music the meaning of dissonance is not that we use 
in everyday conversation. The term is used objectively to describe 
different kinds of harmony. Some dissonant combinations colour a 
tonal effect, soften a mood, add variety, offer a sensuous quality to the 
sound. Dissonance just means active unsettled sound). 


86 Hermann Von ‘Helmboltz, On Creation of Tone, Trans, Alexander. J. 
Ellis, New York, 1954, 
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To summarise 


The order and rhythm as well as perception of it by human being 
are the basis of the principle of taste or rasa. Therefore, 
both the inherent structure of the music, the performer’s 
genius and the listener’s perception of it contribute to the 
total beauty and experience of bliss. 


_Consonance/dissonance have merged in the exponential bliss of 
a music with perfect beauty and flow from one to the 
other sruti. 


The music is harmonius when played backwards also (avarohana). 
This principle of inversion of time is used as 
savya/apasavya in astronomy, birth, death and rebirth in 
human life cycle, renewal of timespace and seasons in 
the wheel of time. 


For the 7" chord does not decrease beauty. It gives a certain force 
| without which the music will be too plain. 


4,5,6,7+the LCM of G,B,D,F (36,45,54,64)=8640=(2)6;(3)3;5 
since 2 degrees of softness gained (15 instead of 17) 


4,5,6,7 samasaptak is complete harmony than the triad 2, 3, 5. 


Dissonance or vivadi” does not mean unpleasant to hear, but 
less simple, more complex/complicated music, just as pleasant to 
the ear or more pleasant, because it brings a divine bliss—not 
familiar to the mundane, the worldly things. That is, the word 
dissonance or vivadhi does not exist in music, which is always a 
Hrdayasamvada, flowing from one soft heart (of the singer) to 
another soft heart (of the listener) and it is always a 
sweetness/softness/beautiful function (a gradus suavitas). In 
this way, music is different from the other three mathematical 
arts with which it forms a quadrivium (arithmetic, music, 


87 Mukhopadhyaya, Prthvindranatha: The Scales of Indian Music: A 
Cognitive Approach to that/Melakarta. New Delhi, Indira Gandhi 
National Centre for the Arts: Aryan Books International, 2004. 
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geometry and astronomy are the four). These four constitute 
higher realms of knowledge and are the liberal arts (grammar, 
thetoric, dialectic in opposition were the trivium-the trivial arts- 
forming an elementary part of knowledge). Music was an occult, 
meditative, divine part of arithmetic in which the soul is 
unaware that it counts or forgets that it counts or forgets the 
external world. 3 


Suavitas (softness) is also translated as attraction. Attraction 
is the direct measure of the softness. 


(1/P+Q-1)=1/72, 1/36, 1/18... 


The sounds are not trains of pulses but sinewaves, the 
sine/cosine (Siva/Sakti) balancing waves of divine numbers in 
concentric cyclical patterns. The golden mean and the Fibonacci 
series sequences measure the numbers, rhythms, fractions of the 
tala (beats). The degree of sweetness and attraction function 
(gradus suavitas) depends upon the interval ratios and the ability of 
a musician to make the pitches in perfect accuracy and natural 
flow. The importance of rasa theory® is that the approach of 
beauty is through the experience of the listeners in rational terms. 
They are listener-oriented theories in aesthetics. The perfect 
musician is first a perfect aesthetician (rasika) and a listener. Only 
then he can give perfect experience of bliss to the listeners. 

Bliss is a triangular structure with the apex as the inherent 
structure and beauty of the music itself and the the two corners 
as the musician and the listener. 


What is the next logical step after the 12" progression? 
sy fae | | Se 


In harmonic braids, the triads form a covering of diatonic 
scales (as the 9 minor subsets of avaranadevatas form a set of 18, 
and constitute one Goddess). Nerves or nadis play a prominent 





88 Rao, Suvamalata; Acoustical Perspective on Raga-rasa Theory, New Delhi: 
Munshiram Manoharlal Publishers, 2000. 
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role in cosmology, astronomy and in the body of living things. 
The nadi is used to visualize / perceive modulations as geometric 
structures connecting two harmonic braids, as well as in musical 
analysis of various kinds. The nadis (nerves) quickly become 4 or 
5 dimensional/ transcendental visions. 


Geodesics,® a locally length minimizing curve, a path that a 
particle which is not accelerating will follow are in great circles in 
a spherical universe. Geodesics in spacetime depend upon 
Reimanian metric. It preserves our direction on the shaky surface 
of our worldly existence, and we must understand that an infinite 
number of closed geodesics are there on our universe. Even a 
distorted sphere has minimum three geodesics. To find the 
geodesics, for a surface, we measure the are length (capa length) 
which is minimized to the surface. The Euler-Lagrange” 
equation is for this. The equations are seen in all Indian 
astronomical texts and are applied in musical renderings. 
Calculus and differential equations (kuttakam) measure not only 
the distance but also the energy generated by the curve. 
Minimising the energy, you get the same equations for the 
geodesic. The laws of the gati (movement) of Sakti (energy 





89 Geodesics: A brief Hestory of time, Stephen Hawking, Bentam Books, 
1989. pp. 32, 33, 34, 195. Geodesic lines as karna (diagonals), 
Varahamihira’s Paficasiddhantika, Dr. Suvarna Nalapat, N.BS. 
Kottayam, 2000(2"4 ed.). Graphical geodesical lines applied for some 
quasiperiodic lining. Tohru Ogawa and Yoshinori Watonabe. Institute 
of applied physics. University of Tsukuba, Japan. 


Htpp:/members.tripod.com/wismath5 /ogawa2/index.html 


90 Euler: Euler’s Function Musical Mathematics; A practice in the Tuning 
Instruments and Analysing Scales. Cristiano M. L. Forster, 2000-2006, 
part. 3. Indian Music, South India. Also refer pp. 197, 198, 219, 220, 245- 
6, 294-5 for Gerolamo Cardano, the physician, extra ordinary, his 
probability and theory of complex numbers and from that how Euler 
made the most elegant and universally applicable mathematical 
construc tion. 
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generating female principle) are applied in musical renderings. 
The energy function is called action or karma in Indian 
philosophy. From a mechanical point of view, geodesic is the 
trajectory of free (svatantra) particle in a manifold universe (of 
Reimanian type) and it has a uniqueness and an existence 
(svariipa and astitva). The proof of this theorem is from the 
theory of differential equation in which Indians were experts. 
Geodesic flow is an action on the tangent bundles of a manifold 
universe and it defines a family of curves on a tangent bundle, 
the derivatives of these curves define a vector field on the 
tangent bundle, known as the geodesic spray (of pratibha of a 
musical genius in spacetime continuum from time to time). 


Measuring bliss of musical experience 


Spacetime divided into electromagnetic field of 16 §rutimandala of 
22 srutis and 7 svaras. The LCM gives the degree of softness. The 
first 16 degrees of softness as measurement scales of beauty of 
Tripurasundari (the sodasa upacara) are given mathematically as: 


Table 2.11 


The First 16 degrees of softness Sodéa upacara of Tripurasundari 


ee ee ee ee 
7 
10 
1 
12 
13 13,33,44,49,105,125,140,189,225,252,300,336,400,405,448, 


940,720,729,960,972,1280,1296,1728,1304, 
3072,4096 
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8,1920,1944, 
2560,2592,3456,4608,,6144,8192 
39,52,55,99,132,147,175,176,196,315,375,450,500,560,567,675,756,900,10 






: 26,66,88,98,210,250,280,378,450,504,600,672,800,810,896,1080,1440,145 








08,1200,1215,1344,1600,1620, 
1792,2160,2187,2880,2916,3840,3888,5120,5184,6912,9216,12288, 16384 
78,104,110,198,264,294,350,352,392,630,750,840,1000,1120,1134,1350,15 
12,1800,2016,2400,2430,2688, 
3200,3240,3584,4320,4374,,5760,5832,7680,7776,10240,10368,13824,184 
32,24576,32768 












The numbers related to cosmic, astronomical and cyclical 
energy generating numbers of Indian scientists recur in a definite 
pattern in this sodasa upacara of softness and attraction of Euler 
(dealt with these numbers in commentary to Paficasidhantika of 
Varahamihira). 


I just want to emphasise the point that the inherent property 
of the Indian classical music with its radus suavitas, the pratibha 
of a living singer (in this case Dr K. J. Yesudas, and his awareness 
of this, and the recognition of that ability in him and in the 
classical music of India by an uninformed listener) can work 
wonders with the masses and this can be studied as a listener- 
oriented approach from an ardent listener of music, as a socio- 
political effect of the music and the singer on society by an 
academician. And by a mathematician, a comparison of Euler 
and Varahamihira, by a spiritualist as the never ending flow of 
premabhakti, for an advaitin as the unification of mankind and all 
creation with the magic thread of advaita and so on. Music has all 
these potentialities within it. 


Section 3 


The secret seven and the famous five, the phi of 
Tripurasundari—the Goddess of music and nature 
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While my son was a toddler, I used to read out the mysteries of 
the Enyd Blyton” series to him, and among them were the secret 
seven and the famous five. Here is the story of the real secret 
sevens and the famous fives of beauty, bliss, and wonder. 


Music is divine and nature is divine. Music is nature, and 
is divine and it is natural heritage of all living and non-living, 
organic and inorganic things, and is within every cell and 
atom of us. The secret of it has to be unraveled by the ecstacy 
we derive from a piece of music and then explored logically to 
understand how we are part of this experience which I call 
God. Since music, God and nature (Nddabrahma, and prakrti, 
and the jiva or soul of man/beast/bird/plant) are one, the 
advaita of the Indian philosopher and the Samavedic rsi and 
musician is easily understood with one’s own experience of it 
but to explain it is difficult, yet for the sake of posterity we 
have to unravel the secrets of it, try to explain it logically and 
scientifically. Hence let us explore the secret seven and the 
famous five of music, and the beauty and bliss within it, 
mathematically, biologically and logically. If this relationship 
was not there between the structure of music and our 
biological and cosmic processes, we would not have 
experienced the bliss of music and we would not have 
achieved anything in the science and art of music therapy. 
Therefore, for music therapists the world over, this exploration 
is essential. Without a strong base/foundation, no discipline 
can have a long life. Hence, here I try to compare the structure 
of eastern and western music, the base of all music, and the 
history of human’ thoughts and _ logic and 
mathematical/cosmic knowledge in creating a foundation for 
music and its effect on living things (which of course is the 
subject of music therapy). 


91 Enyd Blyton series for children titled Famous Five and Secret Seven. 
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We are only able to perceive simple relationships directly, 
that is to say of 1 to 2, of 2 to 3, perhaps of 5 to 4 (let us 
remember the usual musical measures). So in music we use 
relationships that we can perceive, and in the perception of 
such relationships, somehow we all (or almost all) feel what we 
cannot explain (the ineffable), the joy of music. In music one 
mentions—or better, invokes—non conceptual music, to become 
music, has to gives up the infinite and continuous variety of 
durations and tones, and limit itself voluntarily, to build, in this 
limited universe, more and more complex forms. And this is 
not denied by the evolution in ways and styles: they change, it 
is true, but only to be substituted by newer ones. Octaves are a 
little bigger than the interval of frequencies represented by the 
ratio 2:1 (1200 cents), mainly in the extreme ranges (like 
extensive tuning of the extreme octaves in the piano, Mel scale). 
Therefore, an octave of ratio 2:1 can be appreciated as well 
‘tuned’ by the musical ear, in those ranges; and all analyses of 
intervals should take the distortion that the perception imposes 
on the arithmetic number into account Music, to become an art, 
needs a certain freedom that allows the composers and 
interpreter’s expressiveness, that surprises, and arouses the 
interests of the listener. This is done through small variations or 
shades which, however, do not undermine the stability of the 
building—its numerical structure. These two concepts, Order 
and Freedom (or freedom and order), necessarily coexist in 
permanent conflict to be balanced (equalized) like Siva and 
Sakti, male and female. Music can be defined as prosody 
(expressive freedom) in universals (number and order). 


Leibnitz defines the music like an "occult arithmetic exercise 
of the soul, unconscious of its counting." The practical musician 
knows, but he does not know that he knows, as the butterfly is 
unaware of its flying, but it flies. 

"Music is rhythm and rhythm is quietness inside 
movement." There is a narrow relationship between the 
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auditory simplicity of the octave and the numeric simplicity of 
the rate of frequencies, 2 to 1. With gradually decreasing 
consonance, it also exists with the fifth (ratio 3:2), the fourth 
(4:3), the major third (5:4), minor third (6:5), and so on. 2/4 
measure is the easiest to perform and _ perceive: closely 
following, in not such a clear order, we find either 3/4 or 4/4; 
but 6/8 is simpler than 5/ 8, even than 8/8 and perhaps than 
9/8, and so on. In this way, we see how some numbers are 
simpler than others which are greater than them. 
Understandably, the divisibility relationships play an important 
role here: indeed, 4/4 is ‘simple’ because 4 is conceived as 2 
times 2, that is to Say, as 2 by 2; equally 6 is conceived as 3 times 
2 (3/4 measure) or 2 times 3 (6/8). So that: 


C (4/4) Part or CP: 1 2 3 4 
Consonance: 4 2 3 1 
Dissonance: 1 3 2 4 


(Empirical estimation of a value for the Rhythmical 
Consonance and Dissonances of each stroke in a 4/4 measure). A 
measure is the more complex, the greater its number of parts, 
and the lesser its divisibility, that is to say, when it admits few 
and large dividers. 'Sonance' (not consonance and dissonance), 
since they point to the same quality, positively or negatively 
considered. A musician of Tyagaraja’s calibre can definitely sing 
all the simple combinations, the so-called familiar popular ragas, 
but he can also sing the complex ones with equal beauty and 
softness and that makes him /her different from other musicians 
of his/her time and centuries to come. The rare compositions, the 
melakartaraga patterns of Tyagaraja etc show this. And we know 
the effect of Tyagaraja krtis on society even now, centuries after 
their creation. When the western music therapists were 
discovering a Mozart effect, recently, I had been, in my own way, 
discovering a Tyagaraja/Yesudas effect and a Meera/Subbulaxmi 
~ effect on Indian society and on me as an individual. This was 
totally independent of what was going on in the western world, 
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since I did not have any access to the western (for that matter for 
the Indian musical schools either, in a professional sense) 
musical traditions or theories. In this section, we will discuss the 
beauty of music in itself, and in nature, perceived by the 
aestheticians of ancient India including Sankaracarya, the 
celibate, and discuss the suvarnaniyama (golden rule) of beauty. 
This is in general known as the soundaryaniyama (rule of beauty), 


represented in the highly mathematical enigma of the ~~ pci 


geometrical structure called Sriyantra. 


al 


aa 








(Fig 2.2). Sri yantra 


Section 4: Western and eastern concepts in history 


The models of the “classical” notion of beauty in Greece were 
centred around the image of the design of the Athens Acropolis and 
the expositions on the interrelatedness of the Good and the 
Beautiful found as central features of the dialogues of Plato (428-348 
BCE) (the western references in this chapter are taken from the 
reprint of the Spring 1992 issue of FIDELIO Magazine, Lyndon. H. 
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La Rouche, Jr).” The strict Classical Idea was established in the 
Western European tradition through the influence of the writings of 
St. Augustine (354-430), including his De Musica. The relationship 
between Platonic notions of the Good and the Beautiful and 
Augustinian Christian standard, was defined by St. Augustine in a 
famous letter citing the coincidence and differences between his 
outlook and that of Plato. The application of Augustinian principles 
of harmonic beauty by the twelfth to thirteenth-century cathedral- 
building school of Chartres in France, is an outstanding example of 
the pre-Renaissance notion of application of the Classical Idea. By 
Classical music, western thinkers signify the work of a series of 
eighteenth and nineteenth-century composers, beginning with 
Johann Sebastian Bach’s™ (1685-1750) establishment of the well- 
tempered system of polyphony, and continuing through paragons 
such as Wolfgang Mozart (1756-1791), Beethoven (1770-1827), 
Schubert (1797-1828), Mendelssohn (1809-1847), Chopin (1810-1849), 
Schumann (1810-1856) and Brahms (1833-1897) through the 1890's. 
We should also include those predecessors of Bach, including his 
immediate musical ancestors of the seventeenth century, who, from 
the time of Leonardo da Vinci, fought to establish a Classical music 
based on perfection of an effort aimed at producing a well-tempered 
system. We must also include the known history of what we call 
today the “bel canto” method of voice-training and singing the 
nineteenth-century Romanticism of Liszt (1811-1886) and Wagner 
(1813-1883). The nineteenth-century Romantic composers lived and 
worked during the same time as the Classical tradition was 
practised by such exponents of the Classical tradition as 
Mendelssohn, Chopin, Schumann, Verdi and Brahms. 


92 Lyndon H.La Rouche Jr, Spring 1992 issue of FIDELIO Magazine. 


93 Augustine, Saint Bishop of Hippo,”The Confessions of St Augustine.” 
Translated by Johan Kenneth Ryan, Garden City, N.Y, Image Book 
1960. 

94 Architas and Archemedis. Chapter 1&2 Today’s mother. Balasahithi 
Prakasan.2002 
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Fig 3. (The _ relation of the principle of 
Architas/Archimedes) in architecture, production of voice and in 
astronomical time measure. 
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Wolfgang Mozart underwent a revolution in the profundity 
and power of his composing after 1782 studies of Bach’s work. 
Although the powerful Venetian faction had banned Bach’s 
music from the concert stage, Mozart and Beethoven defined 
Classical composition on the basis of their own studies and use 
of Bach’s discoveries. In “Romantic Periods,” during the entire 
period from the time of Leonardo da Vinci through the death of 
Brahms, composers, performers and musicologists committed to 
the Classical Idea in music constituted a more or less widespread 
and powerful faction within music. During this span of time, 
there were no distinct periods of such a nature that some ruling 
Hegelian sort of musical spirit of the age. The hegemony of the 
“Bachians,” such as Mozart and Beethoven, during the (1763- 
1815) period of the rising influence of the American Revolution 
upon Europe, represented the Classical faction in music at the 
relative peak of its political power. The Romantic movement in 
music derived its power from the anti-American forces at the 
centre of the Holy Alliance. The same is true of other aspects of 
the fine arts, including painting, architecture, drama and poetry. 
The increasing patronage of Romanticism and later, Modernism, . 
is associated with a rise of irrationalism in political movements 
as well as in artistic fields. As the political power of wealthy 
patrons of these irrationalist movements in art was increased, 
and as irrationalist radicalism was spread more and more 
throughout the populations, the representation of the Classical 
musical composer on the concert stage, and in the teaching 
institutions, was diminished. Although works from the Classical 
repertoire continued to be _ performed, the standard 
interpretations of those works were shifted in a way more or less 
satisfactory to the sentimental, anti-polyphonic irrationalism of 
initially the Romantics and, more recently, the Modernists. The 
means by which Classical music was so undermined were purely 
political ones, such as the shift from the well-tempered 
C=256 Hz to the Russian bandmasters' A=440 Hz, decreed as a 
purely political decision during the 1815 Congress of Vienna. At 
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the same time, that the Romanticism of Liszt and Wagner was 
promoted against Beethoven’s influence, there were also direct 
efforts to obliterate those strict standards of tuning and vocal 
registration which lie at the centre of the methods of Classical 
composition and performance. 


In the effort to destroy the tradition of Classical music from 
within, three chief lines of attack were chosen. The first was a 
direct attack on well-tempered harmonics, by aid of introduction 
of “elevated pitch,” beginning with the political decrees 
demanding that C=256 be replaced by A=440. The second was 
the imposition of new standards for construction of the musical 
instruments. The third was a manifold attack upon principles of 
bel canto singing. That threefold attack has become more or less 
successful, at least to the extent that the Classical standards and 
principles in these matters are in the knowledge of but a tiny 
minority among professional musicians and music curricula 
today. 


Section 5. 


Classical Aestheties—Definitions 


Artistic and natural beauty: Classical Aesthetics is centred 
around strict definitions of what ought to be intended by use of 
the terms “natural beauty” and “artistic beauty.” 


Natural beauty means the principles of beautiful forms as 
they occur in nature. In music, this includes the well-tempered 
system of polyphony, which has been discovered by man, but 
which was created entirely by nature, not the artificial whims of 
musicians. We can include a natural beauty to the potentialities 
of the bel canto singing voice. 


By artistic beauty, we mean an artistic composition which 
never violates the principles of natural beauty, but adds a new 
dimension of beauty, produced by the creative mental powers of 
the individual mind of man. In Classical Aesthetics, the quality 
of beauty—both natural and artistic—is not a matter of taste. The 
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statement, “Well, in my opinion, it is beautiful, and my opinion is 
just as right for me as someone else’s taste is for them,” is not 
tolerated. There must be an absolute, scientific proof, that one 
principle of artistic composition is consistent with the quality of | 
beauty, and that a contrary view is scientifically wrong. Scientific 
proof is based on a certain kind of use of a special kind of 
geometric construction, a form of mathematical practice 
sometimes identified as “synthetic geometry.” In other words, 
the proof of the quality of beauty is a measurable proof, provided 
we first understand the special principles of measurement 
required. Those principles of measurement are the foundation 
- for the proof of the strict standards of the well-tempered system, 
and are also the basis for showing the necessary connection 
between the well-tempered system, as a harmonic ordering of 
tuning, and the precise values of bel canto singing-voice 
registration. For that reason, it is most important for the training 
of music students that the nature of the proof for the Classical 
Idea of natural and artistic beauty be presented. This obliges the 
teacher to show that the methods of construction used to prove 
that only certain values of tuning registration are the right ones. 
It may be beyond the teacher’s qualifications in science to 
elaborate the full proof, but at the least, the nature of the proof 
should be identified for the student as clearly as possible. 


The design of the geometric construction given above is an 
example of how the geodesics of spherical geometry functions in 
producing the telluric currents of best voice or dhvani within a 
structure (vastu). The mathematical details of which I will explain 
with the Indian way of thinking. The method of “synthetic 
geometry” formed the basis for the design, a composition of 
mixing the ratios of 2:1 (the octave), 3:2 (the firth), 4:3 (the 
fourth), and the Golden Section. Islamic philosopher Al-Farabi (c. 
872-950) elaborated an equal-tempered approximation of the 
values of a well-tempered octave scale. It was Al-Farabi’s work 
carried into Western Europe, which contributed a leading part in 
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establishing the octave form of well-tempered scale (and Al 
Farabi had it from India!). After the work of the circles of Pacioli 
and Leonardo, the most important next step of progress in the 
perfection of this aspect of the Classical Idea were the 
contributions of Johannes Kepler, the founder of astrophysics 
and in fact, the founder of modern mathematical physics as a 
whole. As Kepler writes, his work in music, in the creation of the 
root-conceptions of modern topology and his astrophysics were 
premised chiefly on the preceding works of Cusa, Pacioli and 
Leonardo, as supplemented by some very important work by 
Albrecht Diirer. Kepler supplies for the principal harmonic 
intervals of the well-tempered scale from the method of 
hypothesis he employed to produce these results. As Kepler 
himself specified, to define more correct values, both for 
astrophysics and music, certain specific advances in 
mathematical physics must be developed to perfect his own 
hypothesis. Kepler specified the requirements of a differential 
calculus, a task undertaken by Blaise Pascal (1623-1662) and 
completed by Gottfried Leibniz (1646-1716). Kepler also specified 
the need for an adequate method of geometric determination of 
the values of what are called elliptic functions. The problem of 
defining elliptic functions was solved in principle at Germany’s 
Gottingen University by the beginning of the 1860's, chiefly by 
the successive works of Carl Gauss (1777-1855) and Bernhard 
Riemann (1826-1866). 


The harmonic orderings of the well-tempered system, 
centred upon well-tempered values for the minor third, major 
third, fourth, arithmetic-geometric mean, geometric mean, and 
fifth, are identical to the correct values for astronomy, and are 
congruent with the Golden Section. Kepler was correct as far as 
he had progressed in detail; the modern Gauss-Riemann physics 





95 Johannes Kepler. The Hamilton Junior Science Encyclopedia Ed Valerie 
Pitt, John Daintath, Alan Isacs 8" Impression, 1981. pp 12-13. 
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of the complex domain permits us to provide the corrections in 
method and values in a rigorous and conclusive way. Simple 
spiral action in the complex domain is cylindrical in form; at 
one-half rotation, the distance moved along the vertical z-axis is 
one-half the distance moved along the z-axis by a full rotation is 
the arithmetic mean (a + 1)/2, which divides the octave at the 
_ fifth, or the movement from C to G. In self-similar spiral action 
(right), the radius at one-half rotation is the geometric mean 
\a8, corresponding to the movement from C to F #. In the 
well-tempered system, we begin with the harmonic intervals of 
the minor third, major third, fourth, fifth, and the Golden Mean 
(FH:), and with the derived distinctions between major and 
minor key harmonic progressions constructed in this way. We 
are able to construct twenty-four major and minor keys, and 
their appearance as scale-inversions, (represented as 24 letters 
in the Gayatri and 24 hours in a day for Indians) in this way. 
They (westerners) mapped completely each of the thirteen half- 
tones, from C through C' in the well-tempered system of 
twenty-four major and minor keys. The values so determined 
are those congruent with harmonic orderings based upon the 
Golden Section. Hence, this is the only musical arrangement 
which is coherent with the principle of life, and thus the only 
musical arrangement in which natural beauty is possible. All of 
these values are natural values, not artificial ones. The Gauss- 
Riemann correction of Kepler’s construction shows that these 
values were the absolute musical values of our universe before 
the first human being existed. Man did not create the well- 
tempered system, any more than man created gravitation; man 
discovered both, correcting his error of not recognizing these 
natural laws earlier. 


The basic values of bel canto vocal registration have the same 
quality of natural beauty. What we call bel canto voice-training is 
not some arbitrary system of singing; it is man’s discovery of the 
natural qualities of the human voice’s potential for singing. The 
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simplest example of this is the way in which the soprano voice 
naturally sings in a different quality of voice, in singing the F of 
the well-tempered system (at C=256), as opposed to singing the 
next half-tone, the F#. This register shift of the soprano on the 
well-tempered F# is determined by the physiology of the human 
soprano voice; singing differently will lead to damaging the 
singing voice. Thus, bel canto represents another case of man’s 
discovery of natural laws, rather than some artificial custom. 


In response to the later prevalence of an elevated equal- 
tempered scale, at A=440, ten cycles higher than the natural well- 
tempered scale, “bel canto” training adopted the custom of 
training the soprano voices to pass register on the F, rather than 
the F#. Indeed, if the soprano attempted to pass on the F#, 
rather than the F, in such elevated tuning, the tendency would be 
either to produce a “wolf-tone” quality on the F#, or to mask 
that by straining the voice with long-term destructive effects on 
the voice itself. If we set the sun of the solar system at C, 
according to scaler values based upon the distances of the 
planets from the sun, or at F according to scalar values based 
upon the angular velocities of the planets, in both cases, the 
asteroid belt lies between the values of F and F#. This doubly- 
connected conical musical function, according to Kepler, is the 
reason that, although the solar system requires the existence of a 
planetary orbit in this location, the planet in that orbit must have 
been destroyed. Kepler supplied the correct orbital harmonic 
values for this missing planet, which Gauss proved to be the true 
orbital values for the asteroids Ceres and Pallas first observed at 
the turn of the nineteenth century, nearly two hundred years 
after Kepler had insisted on a destroyed planet with those orbital 
values(fig 4 The solar system and the asteroid belt in musical 
proportions of rhythm-the music of the spheres). 
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Fig.4 Solar System and Asteroid belt music of Spheres 





Fig 5 The same proportions of beauty on a Nautilus shell and in 


cosmos. 


In astrophysics, the region so defined as lying between F and 
F# is a zone of harmonic discontinuity, separating the dense 
inner planets of the solar system from the gaseous outer planets 
of the second series. In Kepler’s astrophysics, the existence of a 
necessary planet within such a region of discontinuity ensures 
the destruction of that planet. 
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The values for the various register shifts of the tenor have 
zones of agreement and disagreement with the soprano, but the 
principles of all voice-register shifts are the same, despite the 
differences in the tonal values at which they occur. The various 
species of voices, soprano, tenor, mezzosoprano, baritone, 
contralto, bass-baritone, and so forth, form a tonal series, a series 
which is the basis for natural vocal polyphony (the 6 types of 
vocal singing voices). 

The construction of the best string instruments and 
woodwinds, during the seventeenth and eighteenth centuries, 
and the parallel standards of construction of the best stringed 
keyboard instruments, is a fact which Helmholtz slyly evades. 
Typically, these instruments were designed to be resonant at 
values of C congruent with C=256. During the nineteenth 
century, as constructions of musical instruments were altered to 
accommodate A=440, and keyboard instruments redesigned to 
suppress polyphonic characteristics of the Classical ones, there 
was an attack upon C=256 standards as being purely arbitrary. It 
was argued, in effect, “You have chosen C=256 merely because it 
was a simple power of the number two. There is no reason any 
other tuning which pleases us is not as valid, or even more valid 
than C=256.” In rebuttal of that objection to C=256, the 
physiology of singing shows why C=256, or a very close 
approximation of that value, is the only correct one. Some of this 
scientific proof was already established by Leonardo da Vinci's 
methods; a stronger proof, incorporating Leonardo’s method, lies 
in the domain of modern physics and biology. However, there is 
another reason for choosing C=256, whose proof lies entirely 
within the understanding of the well-tempered system as such. 
Singing is based on the activity of children’s choruses, and hence 
children’s voices, in which the child’s soprano predominates. The 
soprano does not undergo a significant voice-change during 
adolescence; the male voices, most emphatically, do. Despite the 
changes, especially in the male voices, the principles of 
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registration remain the same throughout the changes in values of 
register-shift. For this and related reasons, the benchmark for 
tuning is the registral qualities of the soprano voice, and the 
differences in registration of other voices serve, combined with 
the different registrations within each species of singing voice, as 
the basis for vocal polyphony. Thus, the central problem of 
composition within the classical repertoire is the way in which 
soprano register-passage coincides with the pitch of the well- 
tempered system. If the soprano register-shift occurs on the F 
required by A=440, a disharmony is introduced to the Classical 
repertoire. The principles of counterpoint require that the F lies 
within the relatively lower soprano register, and the F + be 
located in the relatively higher register. 


For example, in the vocal repertoire of Mozart and 
Beethoven, the soprano’s F must lie in the relatively lower 
register, and the F# in the relatively higher one. This is required 
for two principal reasons. The most obvious reason is the well- 
tempered system, which requires the same natural division of the 
octave scale, in terms of quality of registration, as Kepler's 
planetary harmonics. The second is peculiar to the prosodic 
aspects of the songs of those two composers, in particular. If the 
register shift is on the F, the soprano will naturally sing the song 
wrongly from a poetical standpoint. The elevation of the well- 
tempered scale, which places the soprano register-shift so, is the 
only natural tuning for the composer. Hence, Mozart required 
tuning of A between 427 and 430. A value of 430.50 is the 
calculable upper limit for A; A=427 defines the lower limit of a 
comfortable soprano register-passage on the F#. If the composer 
estimated in terms of equal-tempering, he would tend to choose 
the point of discontinuity between the two registers at a quarter- 
tone distance between F and F#. A well-tempered keyboard 
tuning scaled to C=256, or ‘A’ between 427-430, would fit the 
requirements for all species of singing voices comfortably. The 
grounding of the musical education is in the development of the 
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singing voice. Pre-school-age children learning to sing with their 
minds set at a habituated “perfect pitch,” based on C=256, is the 
normal foundation for a musical population from which all 
composers and performers, amateur and professional, and 
audiences, are best drawn. It is such early foundation in singing 
which establishes music as a native language of the population. 
The development of the Classical musical instruments, especially 
since Leonardo’s work on this, has been governed by 
construction of instruments which imitates the natural qualities 
of the properly trained singing voice. One attempts to cause the 
strings and woodwinds to sing bel canto, and approaches the 
shaping of keyboard instrument’s enunciation of tones and 
phrasing of tones to the same effect and so on. The connection is 
usefully illustrated by comparing the vocal and instrumental 
compositions of Mozart and Beethoven, separately, and in 
parallel. The same principles of use of singing-voice registration, 
which confront us immediately in the composition of the vocal 
part, govern the composition of the instrumental work. For this 
reason, the placement of the soprano register-shift in the vocal 
part is also an imperative of registration and tuning in 
instrumental works. 


Granted the mastery of these natural qualities of musical 
beauty is the imperative foundation of musical artistry, and 
something which must never be violated in the composition of 
music or its performance. In other words, these are either simply 
the natural laws of musical science, or principles directly derived 
- from nothing but the application of those natural laws to the 
empirics of the musical apparatus. Artistic beauty is the essence 
of that which sets mankind apart from, and above, the beasts. 
This quality of mankind has two interdependent aspects. The 
first of these two aspects we may conveniently identify as the 
formal one; the second, inseparable aspect we may identify as the 
spiritual one. We treat the formal aspect of the matter first, and 
situate the spiritual aspect in that frame of reference. 


219 


198 | Ragacikitsa 


The ethnologists have postulated that the most primitive 
condition of mankind is what they name a “hunting and 
gathering society.” Under such conditions of wilderness in life, 
an average of about ten square kilometres of the earth’s land-area 
would be required to sustain an average individual. This signifies 


a ceiling upon the size of the living human population, of — 


approximately ten million individuals for this planet as a whole. 
The level of subsistence and life expectancies of such a 
population would be very poor, and an average age of death of 
the individuals significantly below twenty years. The cultural life 
of mankind in such a state would be more or less comparable to 
that of troops of baboons. The rise of population (according to 
the west) can be traced with reasonable, if somewhat diminishing 
accuracy, backwards for more than six thousand years (for 
Indians it is kalpa and yuga which one cannot count, and this 
concept is now proved by modern cosmology and astrophysics). 


Relative to the ethnologists’ postulated “hunting and 
gathering” society, mankind’s absolute population-density has 
been increased by three orders of magnitude (e.g, approximately 
one-thousand times). In terms of the energy content of per capita 
consumption, we must add additional orders of magnitude of 
improvement. In addition to this, there is an approximate four- 
fold improvement in life-expectancy. In contrast, no animal 
species is capable of improving its conditions by even a small 
fraction of an order of magnitude, except through human 
intervention as animal husbandry. Among the most common- 
place examples of the creative potential of the individual is an 
event which often occurs among happy, very young children 
occupied in constructive play. The child may effect what is for 
him/her an original discovery, expressed as the ability to build 
something which the child had been unable to build before, and 
to adduce from this success a principle which the child discovers 
can be repeated in that and other ways. In that moment, 
witnessing the child’s sudden illumination with a special quality 
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of joyfulness, the adults’ observation may be brought to the verge 
of “tears of joy.” In that experience, we witness the germ of the 
principle of artistic beauty: the delight in the exercise of our 
individual creative powers of discovery which we associate with 
the notion of “tears of joy.” 


If the music does not evoke a sense of the specific quality of 
emotion associated with “tears of joy,” the performer is either 
seized by a bad state of musical mind, or that the performance 
lacks the quality of “rightness.” We are capable of two general 
qualities of emotional state. On the one side, there is the nobler 
condition typified by “tears of joy.” Opposite is the erotic 
emotion, which we associate with hedonistic lusts such as greed 
and rage. The Classical Idea is associated with the first, and the 
Romantic and Modernist approach to music with the second. In 
Plato, the first quality of higher emotional state is associated with 
the notion of the Good and the Beautiful—agathos, as in the 
woman’s name, Agatha. In the original Greek of the New 
Testament, a related notion is identified by the verb-related term 
agape, as directly opposite to the lower quality of emotional state, 
eros. In Western European Christian culture, agape is rendered 
as caritas in the Latin, and the charity of the King James’ 
Authorized Version of the New Testament. It signifies, for 
Western European culture, the quality of love of God, love of 
mankind, love of truth, and love of beauty, and the controlling 
emotional state with which we approach life’s challenges. 

Quality of agape occurs in a special way in connection with 
valid forms of creative mental activity. It occurs as the prize 
secured when we effect a valid discovery. Yet, without this same 
emotional quality as a driving force, we are unable to sustain the 
qualities of concentration needed to effect such discoveries (In 
Indian aesthetics it is called Sraddha, and the spirit of enquiry is 
mimamsa which follows an experience of bliss or ananda which I 
have dealt with exhaustively in the first chapter). In the effort to 
find a solution to an inherently soluble problem, we observe a 
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student or craftsman hammering awayin a state of more or less 
thinly disguised rage, and perhaps smashing his tools when he 
or she fails to obtain success in that way. In contrast, we observe 
the happier, relatively calm state of mind, blended with great 
concentration and energy, quietly proceeding to attack the 
problem on a flank, working stubbornly, confidently towards a 
solution. : 


The distinction between the agapic quality of the Classical 
Idea in music, and the erotic approach, bordering upon the 
Dionysiac or irrationally mystical, of the Romantic approach, is 
misunderstood by some modern musicians (The spiritual and 
mystical are not actually different for an Indian aesthetician, yogi, 
or a philosopher as stated by the western philosophers. They 
pertain to the dtma while the erotic pertaining to sexual/or 
purely concerning the bodily satisfaction is definitely different). 
Classical instruments were tuned to C=256, the result is dullness. 
There is no intensity in the execution, no compelling sort of 
distinctive “long phrasing” of the performance. The almost 
metronomic absence of any governing emotion at all, has been 
substituted for the abominations of the Romanticist’s erotic 
sentimentality, and the Modernist’s Dionysiac vacillations 
between the Dionysiac and the intoxication with the nothingness 
of the mystically obscene. What is aimed in the Classical Idea of 
music is polyphonic and agapic “transparency” of the 
composition as a unified process of elaboration—development— 
of a musical idea (In India, it is the bhakti/prema to the higher 
state of our soul force which creates the agape. While that for a 
human body as lust/kama creates just sexual /erotic passion). 


Now, the dividing line between natural and artistic beauties 
becomes blurred. The essential distinction between natural and 
artistic beauty is that natural beauty is that which is decreed for 
art from the beginning, by God. Artistic beauty is that use of 
lawful natural beauty shaped by valid use of those creative 
powers with which God has endowed the human individual. The 
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situation is broadly the same as in the progress of physical, 
scientific knowledge and practice. The difference is that the 
agape which enables the scientist to produce valid fundamental 
discoveries, and to guide society in the use of those discoveries 
for the advantage of mankind, is the end in itself of the creation 
and re-creation of artistic beauty. The purpose of art is to 
celebrate and strengthen the noblest state of mind which the 
individual person can achieve, and to aid thus in making us 
better people. It is a contribution best and most naturally 
celebrated in the manner agape prescribes, by an intensification 
of that anti-erotic quality of emotion we associate with childlike 
tears of joy. 

The most precious gift we may receive is the means to bring 
forth the force of agape to rule our minds, and guide our actions 
at will. Artistic beauty is a lever by means of which we are 
enabled to do just that. That is the purpose of art in general, and 
music in particular, according to the Classical Idea. 


The astadalapadma of the Indians, and the figure of 8 pattern 
to represent this geometrical figure mathematically, and the two 
intertwined serpent twins in art and architecture of India is for 
infinity. The figure is actually a representation of two zeroes, 
equal and balanced (as Sivagakti) giving beauty and bliss. This 
was known as Alef by Hebrews, Alpha by Greeks, and as 
Leminiscate by Europeans. This symbol was accepted as the 
symbol of infinity and eternity only in 17 century by the 
western thinkers (according to Rudy Rucker in her book Infinity 
and the Mind). Goeorge Canter called Alef null as the first number 
of infinity. The infinite series behave differently from the non- 
infinite ones. This was first grasped by Galileo in the western 
world. But Indians had known it from time immemorial which is 
evident from their systems of mathematics and astronomy and 
music. Galelio’s calculus started in 16" century only. India had 
calculus from ancient times. The minutest time interval in which 
an object (a planet or star) has gati (movement) has to be known 
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to calculate its position in space in the rasicakra at a said time. 
This minute time interval was called ayanaméa in India. Since it is 
too minute for practical purposes of predictions for an 
individual’s life, it can be ignored or considered as an 
infinitesimal quantity (zero). But actually in a timescale of 
yuga/kalpa etc, it exists and is not ignored as a zero or empty 
thing. It has a value. In fractions, it can be used as a denominator. 
If a certain number of infinitesimal values are added, it will give 
a different infinitesimal. If we add endless infinitesimals, we will 
get a usual number or a very big number. This was shown by 
Canter as cock lines in AD 1800 only. It is a figure you can derive 
from a line (rekha) by dividing it into two equal halves and from 
the middle derive a triangle of equal sides, in a repetitive 
manner. In this way, he grasped three types of infinites- 


Absolute infinite (paramartha satha). The changeless Brahma. 


The infinite we see in the physical world (physical infinities) the 
changing prakrti—the spacetime continuum. 


The infinity one can grasp with one’s mind mathematically 
(mathematical infinity). The last two are together called 
transfinite. That is the spacetime continuum and the 
grasping mind of the rsi are together (Jagati+jivan) the 
prakrti or Sakti. 

(Infinite cardinals only occur in higher-level mathematics, 
music and logic. And Indians were very proficient in it as I have 
already shown in the first chapter itself). 


It is the first j7va who understands this phenomenon, who is 
called the first Manu (The one with a manas is Manu). While 
he/she thinks of the origin of universe with the cogniser 
(himself/herself) in it, there comes the awareness of a time with 
an end and a beginning (while such end and beginning are not 
there for the absolute) and thus the concept of pralaya and 
prabhava with origin of nadabrahma came into being The 
beginning, or sphota, of the Indians is now called “Big bang.” The 
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sphota is infinite. The big bang and big crunch in a torroidal 
spacetime continuum is the same, and not two different points. 
In the book ‘Infinity and Mind, Rudy Rucker® while speaking 
about the number of duoverses drifting in the 5-D universe (as 
Garga” and Vasistha had seen earlier) is reminded of the world as 
a disc resting on the back of 8 elephants, who stand on a turtle, 
who stand on a turtle and who stand on a turtle......... 

In this spheroidal, torroidal, tortoise figure, with 9 divisions 
on its back, or 8 with the magical figures of stars is the method to 
see the cuberoot of 2. This is because the tortoise shell if put 
inversely gives a torus shape. Human beings can grasp absolute 
_ infinity in two ways: 

By wisdom which is rational, and 

By experience which is mystical. This is called irrational by some. 
But it is more rational than the so-called rational 
scientific thought. Without this no one can grasp the 
absolute, according to Rudy Rucker, as well as 
Sankaracarya. 

Music gives the mystical/poetic/romantic/classical agape 
experience of bliss both to singer and listener. But it has a very 
scientific, rational and natural structure corresponding to the 
cosmic scales and hence is both combined. According to western 
thinkers, Architas first discovered the method of finding 
cuberoot of 2 as shown in figure 2. But I have seen this in the 
Thovary caves of Kerala, and for the archaeo astronomy branch 
of Indian history this is a new discovery. And Thovary (thovarikai) 
is the place where the sage Agastya first lived when he came to 
the south, and the magical squares on the tortoise (known as 
Loshu in China) is the paficadasi or the lopamudrasitra in India 


96 Mind and Infinity. Rudy Rucker. 


97 Gargabhagavatam of Gargamuni. Cosmology of Goloka Q in 
Krsnavairajam Mundakabhasyam of Sudhasindhu, Dr Suvarna 
Nalapt. 
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(abbreviated as Losu”). The construction of a spiral, a helix, a 
ship which floats on the Archemedes principle, were all known 
to the Indians from pre-Vedic/Vedic times. It was by this method 
that they constructed a waterclock which is described in 
Paficasidhantika, (pge 230, Dr Suvarna Nalapat. NBS Kottayam, 
2000 edition)” and in Bhagavatapurana and this was widely used 
in India before Architas or Archemedes ever lived. It was by this 
mathematical geometrical awareness that they made the 
samasaptaka or octave in the same principle. Before Granti made 
the statement that“God must have used a technique based on 
this series in order to create something from nothing and thus get 
the cosmos going “they had realized that the universe is not 
created out of nothing and that what we feel as nothingness is 
the absolute truth and in actuality it is a mandala or field of 
energy, from which everything else originate. And for them pai 
was not just a formula for finding out the limit and diameter of a 
circle (drawn as a zero) but limit to the Anantasreni (infinite 
series) of 4-4/3+4/5-4/7+4/9...... | 


And it is this infinite series which was dealt with in great 
detail by the Indian astronomers /cosmologists/ 
philosophers/rsis and bhagavatars (musicians) in their own 
languages of rational and irrational/mystical ways so that 
everyone experience the truth according to their ability to grasp. 
This was an educational programme of the gurukula of the 
rsiparampara and in it the relation of the beauty and bliss of 
nature and music and its mathematical proof was given 





98 Nalappatt, Suvarna, Patmasindhu; Kozhikodu, Mathrubhaimi Printing 
and Publishing Company, 1996. 

99 Construction of a waterclock, Paficasidhantika, pp230. Difference of it 
from Greek waterclock and the Archemedes principle involved in 
Indian version but not in Greek version proving Architas was not the 
one/or the only one credited with the Archemedes principle 
discovery. (Books by Dr Suvarna Nalapt, former from NBS Kottayam, 
latter from Balasahithy Prakasan in Todays Mother, a children’s book). 
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beautifully. Leonardo Fibonacci series starting with 0 and 1, each 
new number in the series is simply the sum of the two before it. 

Oy 23S GSFs: 13, 21, 34, 55, 89, 144, the ratio of each 
successive pair of numbers in the series approximates phi 
(1.618....), as 5 divided by 3 is 1.666..., and 8 divided by 5 is 1.60 
the ratios of the successive numbers in the Fibonacci series 
quickly converge on Phi. After the 40 number in the series, the 
ratio is accurate to 15 decimal places. 


1. 618033988749895 


Phi was described by Kepler as one of the two great treasures of 
geometry, the other being the Pythagorus theorem. It appears in 
many mathematical constructions like, 


Inserting a triangle inside a circle (as in great pyramids of Egypt), 
the 43 triangles in a Sriyantra is based on this (the early 
huts, umbrella shaped monolithic kodakkals and vastu in 
India). 

A square or rectangle within a semicircle (as in the Greek 
Parthenon). The svastika shape of the bhiipura in $ricakra 
and in all the temples and houses of India and in their 
town planning. 

Inserting a pentagon within a circle. The 5 faces of Siva, of 
Gayatridevi as the most beautiful, the concept of 5 as the 
arrow of cupid, as the elements of the physical world, 
etc. The 5 faces each with 72 degree in a circle as the 
most beautiful, and mathematically possible number in 
cosmos and in music as melakarartaga. 


When three rectangles are assembled at right angles there are 
12 points (dvadasa) and these are the 12 divisions of zodiac and 
the 12 svarastina and representes the dodecahedron and the 
icosahedron in a 3D solid shape of the universe as we perceive it 
from earth. The 12 corners form the 12 centres for 12 pentagons 
that form the faces of a dodecahedron. The 12 corners can also 
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form the 12 points of each of the 20 faces of the icosahedrons. 
Incidentally, a male human body has only 9 openings (navadvara) 
as solar system, but a female body has 12 openings (since she has 
to deliver a baby and to feed it) and hence a cosmic structure or 
rasicakra with 12 points as the mother Goddess and her cakra 
(sudarsana kalacakra). 


Table 2.12 


Views from zodiac and earth-a female eyeview 










I 
5 te Mana i > cadre and 
pRidgea fo) pO }en slau = Raat appt 
Section 6 


The DNA spiral is a Golden Section 


In my book Amrtajyoti, in 1978, I elaborated on the DNA, the 
figure of two serpent intertwined pattern and the elemental 
nature in detail. Here, the DNA spiral and its relation to the 
golden rule and the golden spiral is more elaborated. 


The DNA molecule, the programme for all life, is based on 
the golden section..It measures 34 angstroms long by 21 
angstroms wide for each full cycle of its double helix spiral. A 
cross-sectional view from the top of the DNA double helix forms 
a decagon: A decagon is in essence two pentagons, with one 
rotated by 36 degrees from the other, so each spiral of the double 
helix must trace out the shape of a pentagon (The 36 melakarta of 


—) 








100 Amrtajyoti: Comparative Study of Four Religions (Hindu, Buddhist, Islam 
and Christian) in the light of science, educational psychology and 
offering a solution for national integration and to prevent the 
separatist tendencies. Norman Printing Buaereau, Calicut, Dr Suvarna 
Nalapt, 1978. 
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the parva and uttara together form the 72 melakartaraga in Indian 
classical music which is the Saktitatua number for us). The ratio of 
the diagonal of a pentagon to its side is Phi to 1. 

In art, architecture, design and paintings and in human body 
measurements, in measurements of the beauty and balance of 
everything on earth from the smallest/minutest to the biggest 
macroscale universes and cosmos, the same principle of the 
geometric/mathematical principle of the Tripurasundari was 
used by the ancient Indian aestheticians/ philosophers and this is 
also true in the musical scales. 

When we look at the antiquity of the Indian musical scales 
and music and at the comparatively new and imperfect western 
ones, and when we trace the history of music as such, we are 
naturally coming to the conclusion that the west had borrowed 
the systems of astronomy and music from India through the 
agency of the Arabs and they have rediscovered it bit by bit and 
named these rediscoveries as their own and then started to call 
everything Indian or oriental as pseudosciences and this is 
changing at present and the west is realizing the contribution of 
India in various sciences, arts and philosophies and the archaeo 
and paleo branches of every discipline are bringing out more and 
more evidences for this. The study of scientific texts in Sanskrit 
and translations of them in English and in regional languages 
and the availability of information for synthesis and assimilation 
and analysis have also paved the way for a fundamental change 
in the ways of thinking and intellectual slavery. But 
unfortunately, this trend has not reached the academicians who 
are self-croclaimed progressive thinkers but are the most 
orthodox people who are attached to the intellectual slavery and 
still call Indian sciences as psudosciences. It is actualy their duty 
to learn the original Sanskrit, regional language texts of their 
concerned subjects at least and compare them with the modern 
systems and tell the people of their country, the students of their 
disciplines the rich heritage India had, and to spread it among 
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the next generation of students and intellectuals interested in the 
subject. But we are unfortunately short of such academicians 
who can read and write and grasp both oriental and occidental 
languages and texts and synthesise and communicate the 
findings to both the groups of languages/cultures. 


For example, an Indian waterclock is constructed in such a 
way that the amount of water to sink it (by Archemedes 
principle) can be measured (volume) at the same time measuring 
the time needed to sink it, and the time needed to recite a Sloka 
(poetric metre) with 60 aksarakala (60 letters) and the time taken 
for a healthy adult to complete 180 breathings. 1/60 parts of 
water enters the vessel to sink the vessel in one nadika. Unless one 
knows the principles of solids, liquids and air, and of time 
keeping, and poetics and musical time and laws of 
pronounciation and singing and breathing, construction of such 
brass vessels is impossible and the fact that the Indians had the 
knowledge of how such constructions from very ancient periods 
show the antiquity of their knowledge. The perfect ratio to 
translate vorticity (phi) between circle and line (matter and 
energy) should be known for this. Thus Sriyantra is not a simple 
drawing to be just worshipped as a devi, but the ancient wisdom 
in a nutshell for the enquirer to discover and feel the joy. The 
beauty and energy is translated to love and joy of everything on 
earth and above, in all the worlds and the cosmos, as a single 
significant whole or as advaita. There does not exist any hate or 
anger or cruelty in such a person, who feels the oneness of the 
entire creation and that is the ultimate aim of music. The 
emotional spectrum of an evolved musical soul has éanti and 
Sraddha and this makes him/her perform feats thought to be 
impossible by ordinary people. 

The study of a torroidal voltage wave whose collective 
compression electrifies the heart and the biophysics graph of it 
shows the interconnectedness of all things in the cosmos. Our 
feelings have direct influence on environment, which become 
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visible (as on a computer screen), according to Dan Winter's 
heart tuner. Compassion blooms or is learnt when the picture in 
our heart become so selfsimilar or fractal, to the shape of 
magnetism in someone else. That perfect compression the fractal 
attractor sucks the external world or internalize it in us. This 
recursive turning inside/out becomes the implosion—the 
electrical rush associated with feeling and shows up in the 
ascension of the next harmonics measurable in the electro- 
cardiogram of our heart. 


The mandala diagram of the Sricakra with golden rectangle, 
squares, triangles and circles, dodecahedrons and icosahedrons 
is a perfect model of the universe and our biological systems. The 
triangles and rectangles have sides of ratio of phi to 1. With each 
ring added the mandala expands as the expanding and 
contracting universe. About this, it is sung 


Cakram tripurasundarya 

Brahmandakaram i$vari. 

The wheel of the most beautiful devi (mother) is the 
cosmos, which we see. In sacred geometry of Indians (as in 
that of the modern Bruce Rawle’s)™ a pentagram collapses to 
a series of pentagrams representing the macrocosmic, 
microcosmic model of the universe. Pentagram is the image of 
perfect beauty. The golden section and golden mean are 
within this geometric figure. Bruce Berger (8* chapter of 
Esoteric Anatomy, the body as consciousness)! gives us the 
golden spiral and the way to understand energy in nature 
with it. The longitudinal and cross-sections of DNA follow the 
rule. The shell of Nautilus, the cosmos, and the sudarsana cakra 
of Visnu has the same shape and beauty. The oldest fossil of 
Molluscs in India, in the salagrama of the Nepal valley (where 
{lle Oe 

101 Bruce Rawles: Sacred Geometry. 


102 Burger, Bruce, Esoteric Anatomy: The Body as Consciousness. Berkley, 
Calif. North Attantie Books, 1998. 
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the rock contains fossils of sea mollusks which the people 
consider as the oldest symbols of Visnucakra) all has the same 
golden mean and beauty in them. It is believed that the 
Kaligandhaki River where it is found (which is as deep as the 
mount Everest) is a tributary of Ganga, contains the bones of 
Visnu in those rockpieces when his body became liquified 
hearing the ‘Srirfiga rendered by Lord Siva 
(Brhadharmapuranam).' Thus the famous five or the beauty of 
the pentagon and paficadasi and the devi with the 5 faces is 
mathematically explored. Now we come to the secret seven. 


In the cosmic octave, the law of 7 is on every level of 
macrocosm and microcosm. Vibration spirals on every level as 
the cosmic octave. An octave is a process of 8 steps, and 7 
intervals. That is the 7 svaras are actually intervals in a 
structure with 8 points (the leminiscate or an astadalapadma) 
which consists of 8 petals and 9 intervals between them, 
making 9X8=72 (a decimal of 7.2 is made into a whole number 
and spoken of as 7 svara). If we draw 8 lines we have 7 
intervals, but if we draw 8 points or petals representing a 
sphere or the cosmos with 8 directions, the intervals are 9. 7 is 
a fundamental level of organization in the universe, and the 7 
whole notes are a natural measure of the harmony of universal 
law. The astadalapadma and the octave is so natural that it 
defines the proportional distances between structures in the 
solar system and their visibility by the observer standing on 
earth’s surface, the 7 colours of spectrum correspond to it. 
This view of the ancient Indians was later confirmed by 
physicist Hermann von Helmholtz. 


103 Music in Brhadharmapurana. V. Raghavan, 1938, pp. 37-39. 
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Table 2.13 


Colour and sound spectrum 





In India, the varnas or colours are given to Mother Goddess, 
and the red (the nearest) is that of Durga, yellow and orange are 
that of Devi as Earth (Durga, Laxmi, Sarasvati), green is that of 
_ mother paragakti, and from there is the shades of blue (Visnu) and 
violet. 7 and 72 and its relation to solar eclipse and saros cycles 
also is noteworthy. 


In Indian mythology and Veda, the significance of the 7 rsis, 
corresponding the 7 Gurupatnis (saptamatrka) who created the 
entire world and the 7 sisters (kartika) and saptasvara are well 
known. In other parts of the world and in other religions, the 7 is 
important: A highly symbolic number in the Hebrew Bible, 
being, for example, “the day on which God rested in Genesis. In 
Khasi mythology, the seven divine women who were left behind — 
on earth became the ancestresses of all humankind. 


Indians have a solar and lunar cycle. The growth in nature 
and the growth of human mind are related to both these cycles. 
From one cell to two, in cell division, there is a cycle of change in 
8 phases, with 7 intervals, analogous to the saptasvara and the 
octave, and the spectrum of light and the 7 rsis and their consorts 
are the generators of these 7 intervals and the living things/men 
and women of that period. The geneology of these couple and 
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the kings/rsis out of these Prajapati couple is given in detail in 
Bhagavata Purana and it is the succession of rulers and scholars 
and saints of India. The lunar month is a perfect example of 
graduated phase within a continuous process, dominated by 7 
and its multiples 7, 14, 21, 28.... 28 days of the lunar cycle (2 
fortnights of waxing and waning moon which the Indians call 
the 2 paksa or wings of moon) map a cycle of 4 seven day cycles (4 
weeks with 7 days) that underlie all biological processes 
including the menstrual cycle (for fertility) of the female human 
being and the rtu (seasons of mother nature. The cycle spiralling 
through the lunar month of 4X7=28 is fundamental to all growth. 
Therefore, there are 28 star clusters named by the ancient rsis 
through which the moon passes and the observer notices that 
sitting on earth, to calculate and measure lunar cycles and then 
equalise it with the solar cycles and the cycles of the other 7 
objects (except sun and moon making up 9) so that from these 
movements one can know the movement of the 10" object, the 
earth (Mars, Mercury, Jupiter, Venus, Saturn, the asteroid belt 
with its near and far points called Rahu, Ketu observed through 
eclipses and the appearance of periodic showers and comets are 
the 7 points which the observer makes use of, apart from moon 
and sun to know the position of earth, his mother planet among 
and in the midst of the cosmos and its members). The cosmos 
behaves in an octavian process just as the cells and our biological 
cycles do. Seven is the sum of any two opposite sides on a 
standard six-sided die in caturanga of India. The planets spiral 
out from the sun following the Bode’s law in which distance 
between planets follow the Fibonaacci progression. The planets 
follow the proportional harmonics of the golden spiral and 
parellel one earthly musical scale. Seven days of the week is a 
natural process of the rhythms of cosmos. The candelabra of 7 
lights (menorah of Jews) and the saptajihud or 7 tongues of agni or 
fire (vagdevi) of Indians are not different. The central candle 
represents the sun. The polarity of candles on the sides (3 on 
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each side) represents Mars, Venus, Mercury, Earth, Jupiter, and 
Saturn for the Jew. But for an Indian with the 7 tongues of flame 
in a lamp are equal, the sun is also one among them, because the 
sun is only one of the millions of suns in the cosmos and the 
importance of the sun is that it is the one who gives energy for 
earth and its life, including the observer, and this does not mean 
that the sun is the centre of the universe, just as the earth is the 
centre of the universe. These assumptions as a geocentric and a 
sun centred universe are for easy observation and understanding 
of the position of earth, its observer, and the solar system as such 
in a vast expanding and contracting, endless, beginningless 
universe of millions and millions of years age, where the time 
and space of the present history is just a speck. It is this 
experience of bliss of endless (ananta) generations of living 
beings that the rsi tries to convey through the music of 7 svaras, 
12 svarasthanas and 22 srutimandalas, with 16 upacaras and 72 basic 
ragas, producing 16000+8 raginis for each Purusaraga (6 of them 
are actually the same purusa in 6 different seasons) which is 
96048 in number, and anantam (endless) of them can be created 
out of the zodiac of nadabrahma. 


What is bliss and what is health? 

Visudhasatvasya guna: prasada: 

Svatmanubhiti parama prasanti 

Tripti: praharsa:paramatmanistha 

Yaya sadanandarasam samrchati. 

With the satvaguna, which is pure nature, we get health, or 
prasada of the elements. When there is prasdda of satva, we 
naturally have the experience of bliss and are tranquil, contented 
and calm. The concentrated effort of one who wants to 
experience this bliss of rasa never goes in vain. For this, the 
Indians worship Vidya (the Goddess mother of all learning) as 
Tripurasundari and understand all the proportions of her beauty, 
and sing in praise of her creating numerous ragas which give 
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nadalayayoga’ and which awaken the biological nerve centres of 
the body for physical, mental, intellectual and spiritual health so 
that everyone on earth live in peace (Santi) and happiness (bliss). 
This is the secret of all knowledge systems and arts of India, 
especially that of music, which is considered as the most 
important organ (the head) of the mother Goddess 

The cosmic and bioenergy fields in figure of 8 patterns, yoga in 


music. 





Fig. 6 


This is pure mathematical/logical analysis of the most 
aesthetic/musical structure of Indian classical music and it is 
here the interdisciplinary approach to astronomy, music, yoga 
and medicine becomes perfectly understandable in the 
Advaitavedantic /aesthetics explanation of the nadabrahma concept. 


104 Nadalayayoga. Without a Stumble. Suvarna Nalapat, 2003 & Berendt, 
Joachim Ernest: Nadabrahma: The sound is world, Eastwest 
Publications, London. 1988 & Nadanusandanayoga by Chandra Pavan 
Sankara pp. 56. Music Therapy, the Sacred and the Profane, ed. T.V. 
Sairam, 2006. 
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SAHASRARA 
SARASVATI CAKRA 





GANESA CAKRA 
MULADHARA 


Fig. 7 Cosmic & Bioenergy as Kundalini 1-72 are Melekarta 
ragas 
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Fig. 8 Cosmic and Bioenergy fields with relation to raga 
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Indian Aesthetics: The Personal and 
Impersonal 


The English word ‘language’ comes from Latin lingua and from the 
Sanskrit root liriga which means the sign, the tongue and the male 
generative organ. It denotes any means of expression/revelation or 
communication of thoughts and feelings. Therefore, the Sanskrit 
word for language is Bhasa, from the root Bha, to shine, to express or 
reveal. Bha is always related to light, so that it is something with a 
form (riipa) and hence perceivable (darsana) and enjoyable. The 
heard ($ruti-veda and music) is thus not separate from the darsana or 
light (the visualized). What is visualized in the mind of the Rsi 
(Pasyanti) comes out as the heard (language, music) so that the 
listener also gets the same images or visions of the rsi. The bhasa or 
language is of three classes: 


The sound (dhvani, Sruti, nada), 
The sign (mudra), and 
The word (Vak or varna) 


The sound originates from instinct and develops into art of 
music and consists of inarticulate sounds (termed notes in music) 
which proceed through vocal chords. The sign originates both 
from instinct and reason, and consists of gestures of the body. 
The word is based on reason, consists of spoken and written 
words, which require palate, tongue, teeth, lips and nose. Thus, 
in India, in ancient Tamil speaking territories, the development 
of isai (music), iyal (literature) and natakam (drama) in the 
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thinking, reasoning, feeling, enjoying and communicating brains 
of our ancestors happened simultaneously. Néatyasastra of 
Bharatamuni gives a beautiful description of how it developed as 
the vrti (Bharati, satvati, kaisiki and Arabhaty) from the dance and 
wars of Visnu. Since it is originated from the lawful gati 
(niyatagativisesa) of Visnu, they are called Nydya. Bharatamuni’™™ 
says he is using this natyaveda for his poetic works also. He 
received Bharati from Reveda, satvati from Yajurveda, kaisiki from 
Samaveda and Arabhaty from Atharvaveda. The rasas for satvati are 
-vira, adbhuta and roudra (no srngara or karuna). Arabhaty also has 
rasas like krodha, vega and characters of kapata vaficana, dambha, 
anrta, etc. (since it is in war). Bharati is prose. Hence all the three 
are not used in Indian classical music, and according to Bharata, 
these were created out of Visnu in male form. But kaisiki was 
created in Visnu’s activity as a woman (Mohini) and it is in this 
we find women participating with beautiful dresses, dance, 
music, drama and feelings of eros and agape. In the saivist 
traditions also this developed from the face of Girija while the 
others developed from the faces of Siva. The king of the rasa is 
$rngara and it is predominantly seen in kaisiki and is the main 
ingredient of the Indian aesthetics and aesthetical theories. There 
are four angas for kaisiki related to the different rasas. 
Narma 

Astapitasrngaram 

Visudhakaranam nivrtavirarasam 

Hasyaparavacanabahulam 

Narmatrividam vijaniyath 

The prominent rasa is@Pfgara and is pure dance without virarasa, 
but with sense of humour. This is of three types. Vipralamba Srngara 
or love in separation can turn to anger, to criticize, and also to 
attract. These are the three types of narma in Srngiara. 


105 Natyasastra, Bharatamuni. Kerala Sahitya Academi, translator. K. P. 
Narayanapisharody. Vol. 1987, chap 22 pge 62-73. 
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Narmaspufyja 

Nvasamgamasambhogo 

Ratisamudayavesavakyasamyukta 

Gneyo narmaspufijo 

Hyavasanabhayatmakascaiva 

There is fully developed and expressed emotion of eros, and 
the dresses and bhava of the hero and heroine are attuned to that 
emotion and there is the first union with pleasure and then 
followed by fear of being known to others or of separation. 
Narmasphotam 

Vividhanam bhavanam 

Lavairlavair bhiisitobhahuvisesai 

asamagraksiptaraso 

narmasphotastu vigneyat 

All the different bhavas are present in different proportions, 
but the rasaparti or final union does not happen. 

Narmagarbha 

Vijnanariipasobha 

Dhanadhirbhi nayako gunairyatra 

Prascannam vyavaharate 

Karyavasannarmagarbhosow. 

The hero is utttamapurusa, excellant in knowledge, beauty, 
wealth and all the qualities, but he is hiding these qualities due 
to some reason from the beloved and the rasa is uttamasrngara 
itself. The love in disguise is narmagarbha. 

In short, sense of humour, eros or §r7igdra, are in kaisiki; vira 
and adbhiita in satvati; roudra and bhayanaka in Arabhati; and 
karuna and bibhatsa in Bharati. 

Since music is predominantly kaisiki, partially satvati (vira 
and adbhuta) and partially (karuna bharati) but never Arabhaty. We 
can assess the rasa or aesthetics associated with classical music 
from this description. 


241 


220 | Ragacikitsa 


used in railway, toad, military and naval departments, etc. The 
poetry part is the artistic mudra or gestures used in Indian dance, 
and artificial are the ones used in physical drill, in organized 


107 Broeckx, J.L. “Aesthetics of music and information theory.” In “Essays 
in Musicology” by R.C. Metha, 1-21. Bombay: Indian Musicological 
Society, 1983. 
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The originality of the music. 


The optimal extent to which people are attracted to the performer 
and the performance determined by the crowd and by 
the time (in years) he or she can sustain the attractive 
effect on the society (whether momentary or long- 
standing). 

Whether the people are enthralled by it. 


What types of rasika are attracted, whether all the types of rasika 
are, among his/her followers. Life-long fans who admire, 
critics (samélocak) who evaluate, criticize, grade and 
appreciate the performance as well as the performer, and 
think for the singer and improve the singing. Darsanika 
(visionaries) concerned with defining the notion of 
musical experience, his (listener’s) or her position in it, 
and the identity as an eternal listener to an eternal singer 
(metaphysically to God). The darsanika understands and 
experiences the ecstacy at a yogic level. It stimulates 
others including the singer.'°,!” 


The function of the message or communication from music 
are different in different individuals. They are 


Transmitting a new mental image (innovative), 
Integrating the new mental images with already existing ones, 
Systematizing the mental images, and 
Characterizing them so that they obtain a very high degree of 
specificity for the listener. 
For this innovation, integration, systematization and 
characterization to happen, the singer has to have a sustaining 


108 Nalapatt, Suvarna, “Without a Stumble: A Book on the Spirituality of 
Music”. Kochi: Nalapat Books, 2003. 


109 Sanyal, Ritwik. “Musical as a value predicate.” In Philosophy of Music. 
Bombay: Somaiya Publications. 1987. 
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effect on society and the listeners should have listened to— 
him/her for a long period and thought about and enjoyed 
his/her music and studied it analytically. That is, sadhana and 
experience are required for the total aesthetic experience to 
bloom not only from the side of the singer but also from the 
listener. That determines the originality, sustained enthralment 
and sadhana from the rasika as well and hence the rasika is not a 
passive listener but a very active participant totally involved in 
the singing activity and hence psychologically and 
physiologically becomes a potential singer or a mute artist.1° 
Listening to the tonal svara variations, the rhythmic laya and the 
form of a particular singer’s music, the rasika develops a type of 
mystical rapport with the singer and towards God and that is 
how Indian music is spiritual than earthly. It goes from the 
personal to the impersonal level and vice versa. 


The rasa experience depends upon three factors. The listener, 
the singer and the inherent properties of the music itself. There 
are a few excellencies and defects (qualities and faults) described 
for the voice of a singer, for the singing style and singer as a 
person in Indian music", which are important for getting the 
optimum aesthetic bliss. 

Table 3.1 


Gitidosa according to Naradiyasiksa 










hace Ranalenne: cr 
Unisonant (surakta) [Shaky (sankita) 


110 Mangrulkar, Arvind, “Appreciation response to music.” In Psychology 
of Music”, by R.C. Metha and Ashok Kelkar, 29. Bombay: Indian 
Musicological Society, 1980. 

111 Samyal, Ritwik, “Musicoaesthetic predicates.” In “Philosophy of 
Music,” 140-174. Bombay: Somaiya Publications, 1987. 
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Table 3.2 


Sabda (voice) and its qualities (Bharatamuni 


Audible, teleaudible (Sravaka) Phlegmatic (kapila) 


Compact (Ghana) Unsteady 
-sb oncaeid == 


Attentive, involved creative imagination or|Baggy throated 
meditation (avadhanavan) (thumbaki) 


panning all the 3 registers (tristhanagobhita) | 


The excellences are the aesthetic subsets which increase the 
rasa experience and the defects decrease rasa. 


There are 22 excellences in the performance of a singer which 
make him/her the best among singers since he/she gives the 
most dnanda (rasa or aesthetic experience) to the listeners whether 
informed or not. 


Section 1: Attractive voice and good tonal quality 

Adept in initiating and finishing a raga. 

Well versed in singing raga, raganga, bhasanga, kriyanga and 
upanga. 

Expert in singing prabhandha. 

Knows different forms of alapana (alapti). 
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Commands natural access to shakes and graces (gamaka) arising 

from all the three registers. | 

Self-controlled voice. 

Aware of musical time (dla). 

Attentive (Sraddha). 

Indefatiguable. 

Knows suddha and cayalaga compositions. 

Expert in all intonations. 

Commands movements of different sthayas. 

Who is free of all blemishes. 

Who is given to regular sadhana or exercises. 

Mindful of tempo (laya). 

Versatile personality. 

Who is retentive. 

Holds prana while singing with great passion. 

Who is capable of arresting the attention of the audience. 

Who belongs to a good tradition of guruparampara. 

Who excels in the exposition of the raga. 


A mrsta, madhura, trsanaka, sukhavahaka prachura, komala and 
strong voice, Sravaka and karuna, snigda, Ghana, slaksna or 
continuous like a vertical flow of oil (without discontinuity) and 
creating enjoyment and interest and love (raktiman) in listeners. 
Faultless and bright (chaviman) is a God-given gift to a singer and 
this susvara is considered the most important quality of a good 
singer by Visnu himself, as he tells Narada." 

The aesthetic subsets for a good listener are 
Pure with unruffled senses (Suddha, indriyanigraha). 

Expert in discussing the pros and cons (ahapohavisarada). 
Faultless (tyaktadosa). 
Lover of music (anuragi or better to call raganuragi). 





112 Music in Brhadharmapurana. V. Raghavan. 1938. pge 37-39. Dialogue of 
Visnu to Narada. | 
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Capable of rasanubhava or aesthetic experience (bhavanukarana 
alankrta). 

Impartial. 

Attentive (sa@vadhana). 

Good speaker (vagmi). 

Logical (nya@yavadi). 

Aware of wrong and right (trutithathrtithabhijna). 

Humble (vinaya). 

Prideless (agarva). 

Aesthetically sensible (rasabhavajfia). 

Proficient in music and dance (tauryatritabhijfa). 

One who refutes false stand boldly (asadvadanisedha). 

Expert (catura). 

With no envy (amatsaryacit). 

Intensely sensitive heart (Amanda rasanisyandhi hrdaya). 

The artist’s creative urge and the listener’s appreciative urge 
should thus match perfectly and only then the communication is 
perfect and the aesthetic experience total. It has to follow a 
behavioural analysis of an artist as well as an involved listener 
(both are essentially artistic but combine a scientific turn of mind 
as evaluation and analysis concerened). The conceptual 
framework for analysis of aesthetic behaviour’ (behaviour 
analysis) involves the nature and form of aesthetic behaviour, 
nature of aesthetic response, nature of aesthetic stimulus, the 
artist and the listener as a person. And such study is very very 
rare since devoted and involved listeners are also becoming a rare 
commodity. My attempt to study my musical consciousness as a 
listener and the effect of two of the greatest singers of my times 
(M.S. Subbulakshmi and KJ. Yesudas) on me and on society 
happened quite naturally and as my musical life panorama, yet it 





113 A conceptual framework for the analysis of aesthetic behaviour ch 3. 
pge 23, Shyamala Vanarase, Psychology of Music, R.C. Mehta, Indian 
Musicological Society Publication. 
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is scientific, since anyone can assess by hearing the music of the 
singers mentioned whether I am right, and they can also see, by 
assessing my aesthetic musical personality and behaviour, 
whether I have the qualities of a good listener mentioned. Thus 
the research on aesthetic of music becomes a behavioural 
analysis also. Apart from the listener and the musician, there is 
the third factor, the music and its intricacies itself. This part I am 
not entering into in the present context, since it is too exhaustive 
to cover here. And, as an uninformed listener, and an advaitin 
interested in spirituality and Brahma experience, since rasa and 
Brahma experience are twins and are alike, I would like to 
concentrate on the nadalayayogi and the yogic experience of 
samadhi akin to rasanubhava. Rasa is camatkar (transcendental 
emotional experience of bliss) or pleasure and hence is aloukika 
(not of this world) according to Indian aesthetics but experienced 
by the people on earth (loukika). The raga has a form, a form of a 
divine beauty (ragadevata) associated with a rtu (season) and the 
scheme of the musical notes and the lyrics, and the music gives 
the expression of an experience related to it. The musical notes as 
such have no independent existence unless they convey the 
embodied form, personified to evoke a rasa. This Ragdevatadhyana 
is exactly like the devata dhyana of the tantric or of the dhyana of 
prakiti by the poets. Rasa is parellel to the theory of Sankara in 
this way. That is, it does not exist in its pure form (like pure satva, 
pure rajas, pure tamas) but as a mixture of the triguna in this 
world. This is accepted by all arts and sciences of India, including 
Ayurveda. The predominance of one of the guna gives a name of 
that guna. If satva predominates we call satvik and if rajas 
predominates rajasik and like that. Brahmananda with satvodreka 
(increase and predominance of satva) is the ultimate aim of a 
spiritualist. Rasa or aesthetic bliss being akin to it is satvik in 
character. The satvaguna is predominant in Visnu and as 
mentioned in Bharatamuni’s Natyasastra Kaisiki is taken from 
Samaveda (music) and in Bhagavad Gita also Krsna Says among the 
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Veda’s I am Samaveda, denoting his preference for the satvika 
musical spirituality of the sama singers. That gives prasada (bliss) 
and niramaya (health forever) for the bhakta (singer and listener 
both being devotees of God) and Tanmayata in God who is Love 
incarnate. 


The fact that raga has a rupa (form), the beauty of which one 
can see or perceive (darsana vision) and enjoy with his/her own 
eye (internal/ external) has given rise to the science of soundarya 
(beauty with proportionate ariga or parts) and la@vanya (charming 
personality) or madhurya (animated sweet personality). This 
beauty has a lustrous shine like that of a pure pearl of high. 
quality, according to Roop Goswamy, and produces rasa 
experience in the perceiver.'* The rasa comes from the bhava 
(emotional state) in a sensitive person's mind (sahrdaya for which 
aesthetic propensity (vasana) is essential with previous 
impressions (sanskara) which may be of this birth or of previous 
births is the Indian concept. Therefore, the ability to be a good 
singer and a good listener and partaking in rasa experience is a 
divine gift carried over due to previous births and its relations. 

Right from the Nadabindu Upanisad and times of the Veda, the 
role of the sound and mantra and music in yoga and in 
awakening the kundalini power in the human body had been 
discussed in detail (ch 8, 9 and 10, Without a Stumble: A Book on 
Spirituality of Music. Dr Suvarna Nalapat. 2003) ‘sigpocns 

According to Indian aesthetics and yoga psychology, the 
body of all beings, including that of the singer and listener, is 
following the same rule of the cosmos and this golden rule 
makes it possible for us to become one with the divine 


oe Nes i Raat teen torte 
114 Raga and Rasa, Narendrarai N. Shukla, pg 31-34. 
115 Ch 8,9,10 Without a Stumble. Page 178-214. 


116 Music and sound in yoga. Vimala Musalagaonkar, Psychology of Yoga, 
ed R.C. Mehta. ch 7. pge 44. 
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experience, and since music is the nearest which follows the 
golden rule of aesthetics, it is natural for us to become one with 
God through the music. Hence, the structure of the cakra (Sricakra, 
sudarsana cakra, sangita cakra) and its form and property and the 
meditation on it have been an age-old practice to attain rasa 
experience of God. The personal and impersonal, the jfvatma and 
paramatma, the bhakta and bhagavan become one creating an 
Advaita. 


The proportions of the cosmic Rasicakra and of the solar 
system with its living and non-living things is the same. This 
aesthetic proportion is the golden rule (suvarnaniyama) which we 
see in zodiac (astronomy), in the upasaka body (here the singer) 
and the scales of the melakarta raga which is the base for all music 
and nddalayayoga. Hence, the ancient updsakas of the devi (and of 
music) knew how to heal using music. The healing of ragadvesa 
by raga is mentioned in Ayurvedic and yogic texts. The 
proportions of suvarnaniyama (golden rule) should be understood 
and invoked within and without and in the ragas, using the scale. 
An adept upasaka only can do this properly. (But the test to find 
out the real upasaka?) You cannot test the ability of an updasaka in 
yoga, unless you are a yogi. This is more difficult procedure than 
a laboratory test and research which everyone can do, collect 
data and make a paper and publish. But nddalayayoga is real life 
practice, the laboratory is your own body-mind complex, and 
you yourself are the investigator and it needs years and years of 
sadhana. A Guru may help you in some stages of the investigation 
as a guide in the research process. 


I would like to point out the dhyana of devi parasakti as Sricakra 
and as sangitadevi in one’s own body (the similarities and differences 
can be noted). Sricakra is the beautiful mathematical sign language 
and its word language is the Srisaikta (where the devi is meditated as 
a woman with golden colour, as sun, moon and energy or agni 
without form that is both as a cosmic and biological personality and 
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as formless energy state). The meditation process is same for such 
devata as well as to the ragadevata upasana. 


When one does upasana on each of the ragadevata of the raga, 
each rigadevata is meditated before singing. First, a true upasaka 
should have the courage to start the upisana and the self- 
confidence that I can do it. Because, once you finish the 72 ragas 
you become merged with the devi and there is a total 
tanmayibhava with the devi. Only a son becomes one with the 
divine mother Sakti. Only a mother can forgive the faults of the 
son committed during the upasana. The reason why many singers 
say that certain raga should not be sung, is because they are not 
true upasakas and they do not have the ability to sing as a true 
upasaka of the devi, and of course, just as a watchful mother 
observes every step of a son, the devi is always with the upasaka 
maintaining his/her footsteps in life. Even if the son falters, she 
puts him to straight path and thus she is the true Guru of every 
sadhaka. And she is a rigourous teacher too, putting you to severe 
tests which the upasaka knows is for his/her ultimate victory. 


The body of the singer has sadangas (6 parts) and in each are 
cakras starting from miladharam to agana. The 7" is the sahasrara 
where all the cakras are existing. The power or Sakti in these sites 
are awakened by music if sung in the proper way.'”” For the 
navavarana krti of Diksitar and its relation to Devi upasana, see, 
reference 8, 119, 120 





117 Padmasindhu. Dr Suvarna Nalapat. Mathrubhoomi Publications. Part 
3. Commentary to Soundaryalahary of Adisankara. 1996. 

118 Brahmasindhu, 2006, Commentary on Brahmasoothra, Dr Suvarna 
Nalapat, pge 407-411. 

119 “Commentary on Brahmasutra”. In “Brahmasindhu Bralma-Sutram 
Svadhyayam, by Suvarva Nalapat, 407-411, Kottayam: D. C. Books; 
2006. 

120 Bergstroem-Nielsen, Carl (2006). The Importance of Aesthetics as a 
Dimension in Music Therapy Activity. Voices: A World Forum for Music 
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One, who meditates on this, should have omkaradhyana, 
gayatrimantra and updsana of Soundaryalahari with true meanings. 
Sangitacakramilamantra given below has to be sung (meditated) 
43 times for 43 triangles. 


One has to assess the level of the upasaka from the words, 
deeds and spiritual progress, and not from the worldly 
possessions or riches. If there is no cleanliness (Suddhi) in body, 
mind and intellect, one cannot do Sricakra upisana. And those 
without Suddhi cannot understand the worth of Sricakra updasaka 
either. Sricakra updsakas are like children. They are mah@yogins 
and may be either vyaktayogin or guptayogin. Their lila not 
intelligible to those who are with them (relatives, colleagues, etc). 
When two such updsakas meet and transfer their energy through 
_ mutual understanding, the energy is dissipated for the common 
good of the entire world. Each becomes the Guru of the other. 
This is a very rare phenomenon in the world. Therefore, when 
one see such phenomena due to lack of knowledge the sidhas are 
not properly assessed or recognized by the world. 

In the case of routine musical updsana, such prolonged and 
difficult sadhanas are not needed and it is enjoyed by everyone 
including women and people who have no accesss to higher 
learning. Vasana to sing, bhakti and rakti through loving 
surrender and compassion in God and Guru makes this possible 
and makes everyone alike, without differences of birth, caste, 
creed, or sex. Krsna was the embodiment of such universal love. 


He never said that women or low caste people could not achieve 


the ultimate; on the contrary, he proved with his life it is the 
women, lowborn and the poor who reach him and become one 
with him easily. That was the practical advaita of his life. If Krsna 
was not attainable to the lowborn gopis who were ignorant of 
scriptures but were the most loving and involved souls with all 
satvik bhavas creating Brahmarasa ecstacy within their minds, if he 
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was not accessible to Kucela, the poor Brahmin, and to Pandavas, 
the forest wanderers who had lost all their property (if he had 
been accessible to kings and rich people and men devotees 
alone), he could not have been a proponent of advaita and could 
not have lasted so long in the psyche of the Indians for such a 
long period. He would not have been the sweetest singer and 
friend to thousands of people for generations either. As Kabeer 
said, do not ask the caste or creed of a devotee of Hari, because 
he has none. The most beautiful aesthetic experience a human 
being can get this advaita through music. 

Following Carl Bergstroem-Nielsen's™ discussion of Colin 
Lee's book The Architecture of Aesthetic Music Therapy in the 
unmoderated discussion forum of the voices, and his article in 
the March issue of the same journal/” I had given the 
perspective of Indian aesthetics on music for the international 
readers who are interested in the subject.” 


The fact that Lee thinks the structure of music deserves more 
attention in music therapy work and research caught my 
attention in Carl Bergstroem-Nielsen’s initial discussion and also 
how music inspires a person (the personal) from my own musical 
life panorama. The fact that the personal experience comes from 
the impersonal (the worldly experiences come from the spiritual) 
is a theme common to all cultures of the world, of which India is 





121 Ref 119 and 112 were articles in moderated discussions following the 
unmoderated discussion on Voices a world forum of music therapy. 
tiled "What do you think of aesthetics 22" 
http:/ / pub45.bravenet.com/ forum /show.php?usernum=3862196689 
&cpv=1 

122 Nalapat, Suvarna (2006). Indian Aesthetics in Music Therapy -The 
personal and impersonal. [Contribution to Moderated Discussions] 
Voices: A World Forum for Music Therapy. 
http:/ / www.voices.no/ discussions /discm58_01.html 

123 Jayadeva’s Gitagovinda: Love Song of the Dark God. Barbara Stoler 
Miller. Motilal Banarasidas Publishers. Reprint ed 2007. 
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probably the one which has given much thought processes. 
Indian philosophy has dealt with it in detail and Indian 
aesthetics has stemmed from Indian philosophy but with its own 
identity, beauty and originality. Music is spiritual in India, and 
the spirituality of music inspires the living organisms and 
awakens the dormant spirituality in them, and this awakening is 
called inspiration by the modern thinkers. And it is these 
experiences of inspiration that we call our personal experiences, 
or in music therapy language, our musical life panorama. But if 
the music had no structure, if it were not beautiful in itself, if it 
had not touched our hearts by its beauty and emotional content, 
we would never have had those inspiring moments. The more 
complex, beautiful and fascinating the music is, the more deeper, 
richer and subtler it becomes and only then it becomes soul 
stirring and such music is very very rare and precious. It is not 
the common music which each and every one of us can make 
and sing, but it is the one each and every one of us listen to in 
rapturous attention, forgetting ourselves in absolute wonder. This 
is what Lee's patient was trying to articulate when he said that he 
could not handle that complicated music but it had inspired him. 
The duty of a musician is to make such deep, aesthetic, universal 
and spiritual music. Only then he can inspire the universe, and 
give peace to all. The society is benefited by that kind of aesthetic 
music. When such music and the aesthetic sense of such music 
comes into the therapy room with the therapist, along with love 
for humanity and respect for "life" (and hence for the client) he 
gives a chance for responding to the music in an aesthetic way, to 
borrow Merethe Vadstein Welle's words. 


One point I wish to point out is that Pei-Ju—Tu's and Wolf's 
patients were old and demented or having psychiatric problems 
who could not deal with such complicated or complex music. 
And that was the precise reason for their liking of the simpler 
music. I too have such patients with me and I use the most 
common and the least complicated music, and sometimes even 
nursery rhymes to elicit the necessary emotions in them. But, 
then we are talking about the "relative" aesthetics of a mentally 
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challenged or demented individual and not of the aesthetics of 
music at all. A music therapist should have a perfect aesthetic 
sense so that he can be flexible in every situation depending 
upon the type of patient and his/her sensibility. 

More the aesthetic sense and the flexibility, more the 
psychological knowledge and musical effects on emotions, the 
therapist becomes more equipped with the impersonal to bring 
about the personal change in humanity and in his clients. In 
Indian music, the ecstasy of a musical experience (which may be 
called an inspiration in simpler language) is equivalent to yogic 
experience of Brahma (God), one gets in the deep meditation 
(samadhi). Hence, it is described as nadalayayoga, a type of 
immersing in ecstasy of God through the yoga of music/or sound. 

According to Indian aesthetics, genuine art is not made but is 
a spontaneous flow from the heart filled with rasa. The great 
artist is also the great art critic. The art form includes diction, 
versification, and music is determined by inspiration and the laya 
is important since it determines the meaning of the utterance. 


Section 2: What is Rasa? 
Rasa is the source of inspiration for an artist and a listener. 


The word meaning is the essence or more simply, the taste. 
The first and foremost artist/poet/composer/singer in Indian 
aesthetics is God who sings the music of the spheres and the 
Upanisads describes God as Rasa itself. God is both the rasa (the 
experience of supreme bliss or dnanda) and the one who 
experiences the rasa (the rasika). That is why, Jayadeva in his 
Gitagovinda calls Krsna as Krsnabhogin (the black serpent, and the 
great enjoyer, Krsna with two meanings to increase the rasa of 
poetics).'* To get the artistic aesthetic experience (rasanubhava), 
the artist has to be unselfish, disinterested in ordinary life 


124 Caturvedi, Rshikumara, and Niraja Tanda Rakesagupta ka rasa- 
vivecana: Unake asvadana-Siddhanta ki Sanskshipta riipareka Sahita. 
Aligarh Granthayana, 1981. 
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dualities, objective, capable of contemplating life experiences 
without being affected by them. The artist embodies the 
emotions of life recollected in a state of tranquility. Thus, art 
communicates not the emotions but emotions of an emotion. 
There is peace and delight in the process which is universalized 
(impersonal), individual (personal) experience. Pain, pleasure 


and pathological consequences of stress and anxiety occur due to _ 


struggles in life for personal gains of pleasure, power, 
Possessions, etc. and such personal stresses and strains cause 
diseases (which the Indian Science and art calls samsara or 
diseases due to one’s own actions). Artistic aesthetics should not 
awaken such personalized excitement or depression which were 
the actual causes of the diseased state. It should give peace of 
mind, tranquility and enjoyment in life as a divine blessing, it 
Should take the patient beyond the dualities of life and, hence, 
music as an artform takes the impersonal divine blissful rasa as 
more important and giving such music is the best method for 
therapy. Spiritual delight or ecstasy (experience of Brahma) and 
artistic delight or ecstasy (experience of rasa) are thus considered 
as equivalent in Indian aesthetics and philosophy. They are called 
twins. Spiritual bliss is jagratsusupti (awakened dreamless deep 
sleep), while aesthetic musical bliss is jagrat svapna (awakened, 
dreamy sleep), a waking dream or a vision as Keats put it. The 
artistic imagination of a musician (pratibha) is a kind of vision 
(drsti or perception or darsana) which sees the world in a different 
way and thereby transforms it. By his art, the artist creates a new 
golden world, while ordinary people see only a brazen dry world 
of duality around and get stressed. The artist gives concrete 
shape to his world through words and thythms, and melody. It is 
in an inspired state of impersonal ecstasy that an artist chooses 
the words, the order of the words and rhythm and the melody. 
Rather, it is not the artist, but the inspired state which chooses for 
him the words and the melody. Thus, the artist is between the 
heard and the unheard, the seen and the unseen, allowing the 
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ecstatic state (Brahma or God) to choose the art for him. When 
such an art flows out from the impersonal in the artist, the 
listener proceeds from the heard to the unheard, from the seen to 
the unseen, in a reverse order and recovers the artist's experience. 
This is done through a sensitive response to the suggestive power 
of the heard sounds/the words/the melody. The artist and the 
listener have to achieve an identity (tanmayi bhava) and hear with 
the inner and outer ear, feel, think and respond together. Then 
the bliss of rasa is perfect. Suggestion (dhvani) is a link between 
words (the heard or the §ruti) and the seen (visualized/ 
perceived-darsan). 


In the uttered/heard music, there are three elements: (1) 
expression, (2) suppression, (3) impressions. Comprehension 
means comprehending not only the grossly expressed meaning, 
but also of the hidden or suppressed subtle meanings in the text 
and the overall impressions from every possible meanings thus 
suggested. More than denotation, the connotative, suggestive 
meanings, and the rhythmic repetitive flow of words help us get 
the experience. Dhvani (suggestions) functions as both denotative 
and connotative meanings and the right response help us make a 
hermeneutical leap. The beautiful words /thoughts/melodies 
coming out of a heart filled with ecstatic bliss clothes itself with 
beautiful coverings (a@varana) without any conscious effort from 
the part of the poet/musician. And the listener without any 
efforts visualizes and enjoys the beauty of it. Dhvani 
(suggestions) is the soul of art and is related to meaning. 
Meaning is classified under denotation, indirect indication by 
metaphor, sphota or meaning of the utterance as a whole and only 
through suggestion can great art be expressed. The creative and 
analytical music therapy of the modern music therapists utilizes 
some of these aspects of ancient Indian aesthetics. 
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How is Rasa Created? The Personal Experience 


Rasanispati (creation of rasa) is by combination of three factors. 
Bharatamuni, one of the earliest writers on Indian aesthetics, 
calls them as vibhava, anubhava and vyabhicaribhava.25,126 


Vibhiva: These are secondary factors which might excite our 
feelings and hence are personal. Characters or dialogues in a drama, 
words in a music, etc. may elicit old memories in our life associated 
with a particular type of music. This is what now the western music 
therapists call eliciting the musical life panorama of a patient to get a 
diagnostic as well as therapeutic response from patients. This is 
important for a music therapist since he/she should know the 
musical background of the person to be treated, and also it elicits a 
positive response of interest from the patient which itself has 
healing properties. The settings, like seasons, gardens, fragrance, 
moonlight, seeing near and dear ones, hearing their voices, etc. can 
also elicit the same response so that vibhava is only a secondary 
element. The MLP of different individuals differ. 

Anubhava: The effects of the emotion that develop the main 
sentiment are called anubhava. The main sentiment or emotion we 
want to evoke is love. The emotion of love is sometimes 
expressed by some people as anxiety, anger, depression, etc. 
(possessiveness included), and when such emotions become 
extreme stress and strains of life increases and diseases occur. If, 
on the other hand, love is expressed as loving concern and 
compassion for the entire creation, tranquility and peace are 
experienced by the individual and by the people around such 
individual, and this impersonal love for humanity touches 
everyone's heart. Music of ancient India considered this as the 
healing power and created music of such nature. The divinity in 





125 Rao, Suvarnalatha. Accoustic Perspectives on Raga-rasa Theory. New 
Delhi: Mushiram Manoharlal Publishers, 2000. 


126 Indian Aesthetics: an Introduction. ed/V.S. Sethuraman, Macmillan 
India Ltd, 1992. 
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the impersonally aesthetic universal love and of music was 
appreciated by all Indian aesthetics and philosophies. The bliss is 
against a background of peace (Santi, absence of mental agitation, 
disturbances and stress or anxiety. What actually happens is that 
apart from secretion of the endorphins from the neurons, and the 
alteration of the beta to alpha and theta waves during such 
peaceful, melodious music, the human brain is also having a gate 
control mechanism of all pains caused by samsfra, through the 
divine intervention of music. This cognitive value of art as a 
controller of pain and pleasure is recognized not only by 
Bharatamuni but also by later aestheticians like Abhinavagupta. 
Others like Bhamaha considered rasa as an ornament (alamkara) 
to music. Dandin thought lucidity, sweetness, richness and 
grandeur give good art its properties. But it was 
Anandavardhana's dvani (suggestion which gave perfection to 
Indian aesthetics. Rasa can be expressed only through 
suggestions. It can never be explained or spoken by direct 
speech. Just like the experience of God, which is beyond words, 
which is impersonally personal and universal, music also is 
impersonally personal and divine. It is this nature of good music 
which heals. The music therapist has to select and create such 
good music and act as an intermediary in the will of God, in 
right earnest. The barriers to realization of rasa experience are the 
selfish, personal and dual feelings of the daily life and to get over 
them, and realize the transcendal/spiritual bliss the 
artist/musician develops a rare type of cognition similar to yogic 
wisdom and realization in samadhi. The nearest to it in western 
language may be the sublime state. 


. Table 3.3 
Nine rasa in Indian aesthetics 


____Rasa__|__ Dominant State 


1.Santa Tranquil, peaceful,|Physical, mental, 
impersonal love of ajintellectual and spiritual 
ogin/of God health 
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love 2 types. 1  in|cognition/sensations 
eparation. 2. in union. 


3.Comic (hasya) [Mirth laughter ___[Perspiration 


Sorrow Hairs stand out, body 
trembles 

5.Furious (not inj/Anger Change of voice, mental 

music) disturbances 

6.Heroic (vira) Energy Trembling of body, hands, 
etc. 

7Terrible (not in|Terror Change of colour 

Seite erst per 


8.Odious Disgust Weeping, anxiety 
(sometimes with 
























Fainting 





In healing music the impersonal, tranquil state of physical, 
mental, intellectual and spiritual health is the goal. And it is this 
rasa which is ideal for music therapy. The sentiment of love in 
separation from the God (divine partner) with an optimistic 
yearning for reunion with Him is used. The serenity, the 
sweetness, the satisfaction, the delightful, ecstatic, graceful 
movements and words and rhythms of melodious Indian music 
have a structure best suited for this purpose. In some special 
occasions, it also uses the heroic sentiments with energy as its 
base, and presence of mind, perseverance, diplomacy, discipline, 
strength, reputation for truth and righteousness, patience, 
charitable disposition and heroism. This is for energizing the 
system. The other rasas are used on stage performances by 
dramatic personnel and dancers but not by musicians. Because 
music is always for healing and peace and love. Anaesthetics for 
easing the pains. Aesthetics is for experiencing the bliss. 
Seemingly opposing words. But they are two sides of the same 
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coin for a music therapist. With the aesthetics of musical bliss, 
music therapist numbs or blocks the pains and eases the pains. 


Indian aestheticians Bharata, Abhinavagupta (author of 
Abhinavabharati), Bhamaha (author of  Kavyélankara), 
Anandavardhana (author of Dvanydloka) and Kunthaka (author 
of Vakroktijivita) have given definitions of Rasa in their own style 
and these definitions are given in detail in Indian Aesthetics, An 
Introduction by V.S. Sethuraman(ed. The sthayibhava of rati (Srngar) 
in a musical performance or a drama is transformed into an 
aloukika state. The sahrdaya identifies (tanmayibhava) the singer or 
character in the drama through hrdayasamvada but the 
identification is not complete and a certain aesthetic distance is 
kept for the enjoyment of rasa. If there are no two, the enjoyer, the 
enjoyed (like a male and a female in marital bliss) and the 
enjoyment as separate entities, the rasa experience cannot 
happen. Whereas in the bhakti of saints like Caitanya and 
Sankara, the oneness with God is total and there is no dvaita. In 
the case of both Caitanya and Sankara, though there is total 
tanmaytbhava, one has a logical predominence and the other has a 
rasa and bhava predominence. But we must also remember that 
Sankara, though he has a logical predominance, has time and 
again said that it is not logic but the sudnubhiti or rasa experience 
of Brahma which is more important in advaita. This is true of 
musical rasa also (Rasa Brahmananda sahodara). The science of 
notations and the science of aesthetics and its jargon belong to 
the logical left part of brain musicians and aestheticians and 
cannot be avoided to have good music. But ultimately it is the 
experience of both the singer and the listener which they 
communicate and enjoy, which is the crux of rasa. If this does not 
happen, there is technically perfect music still, but it has failed in 
its ultimate aim, the hrdayasamvada and the rasa experience which 
the artist and the listener share and enjoy being communicated 
through the divine love. 
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Conclusion 


The best music is always sacred as Coleridge remarked. 


In India, the research on music therapy is still in infancy 
though we have a very rich tradition of music. There are 
individual musicians claiming the effect of therapy but a hospital 
based scientific data is still lacking. I would request the medical 
fraternity, who love music and who are interested in research, to 
come forward and do the research themselves in their clinics or 
hospitals and to collect data on their own. Since we have a rich 
musical tradition which has been used by the rsis/sages for 
curing ailments and since it is part of our Ayurveda, we should be 
more research oriented to bring out the therapeutic and palliative 
effects of music as well as its role in improving our personality 
and acquiring yogic samadhi which is the ultimate in spirituality. 
The beautiful sarigaties should be attended by emotional 
propriety and contextual relevance to give the desired effect. 


Inspite of limited experience the infants have distinct musical 
preferences. They like some styles, prefer consonant and 
dissonant music, enjoys mother's speech and crooning and 
become calm and attentive while she sings. The infant while in 
the womb hears only one rhythm, the rhythmic heartbeat of the 
mother which is exactly 72 per minute (like the 72 melakarta raga). 
It can recognise this rhythm so that the moment you cuddle the 
infant to your bosom it becomes quiet. 

The infant's perception of pitch and temporal pattern are 
surprising. Hearing a song at one pitch and tempo the infant 
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recognises when it is shifted to another. Infants remember precise 
musical details when a melody confirms to universal or near 
universal principles of musical structure. In atypically structured 
melodies, they remember/retain coarse-grained information 
rather than fine details. Therefore, the infants begin life as musical 
beings. Music is not only part of our culture but part of our nature. 

Children express their musical ability by singing, 
improvisng, moving and dancing, performing instruments, 
describing music verbally, represent music through their 
invented notations. The most notable improvements one can 
notice in children between the ages of 2 to 9 are the pitch, 
melody, form, tonality, timbres, dynamics, mode, beat, 
articulation, metre and rhythm. Music instruction develop 
cognitive abilities, especially spatial, increase self-esteem, 
personality traits, motor skills, achievements in language and 
maths. 

If we give music during treadmill there will be changes in 
the performance level thresholds. When 10 well trained males of 
25 years were subjected to treadmill with music, the heartrate 
decreased, BP and the lactate levels decreased. Music reduce 
muscle tension and lowers plasma lactate even after exercise. 
Blood samples have to be tested before and after treadmill, with 
and without music. 


When we use headphones, the difference between the two 
tones send to the two ears by stereo headphones. This is an 
electrical signal (not actual sound) perceived in the brain by both 
the hemispheres working together. Enhanced result is a focused 
whole brain state called hemispheric synchronisation, an optimal 
condition for improving human performance. Specific 
combinations of tone signals can help individuals to achieve 
laserlike focus and concentrate. Different tone signals used to 
facilitate profound relaxation, expanded awareness or other 
desired states. 
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Music helps in meditation and creativity. Good meditation 
frequencies are in the alpha range (8 hertz to 13 hertz). 


When a certain brainwave state is experienced and practised 
Over a period of time the brain will learn the state change and it 
will become easier to self produce the desired brainwave state at 
will. Thus some of the effects are got later even without any 
immediate external stimulus. 


Music improves your self-esteem, improves concentration, 
and give you more intellectual acumen. 


The Importance of using Music as a Tool for Improving Society 


There seem to be four large areas emerging: Music in Medicine: 
Music in Psychotherapy; Sound and Music Healing; and Music in 
Special Education. And the development of each of these areas is 
encouraging. 


Explore the use of music therapy with more clinical populations 
and practice in a wider variety of settings - which 
influences the kind of therapy we do. 

There are more MT clinical approaches available for the student 
to chose from. These approaches have been developed in 
more depth over recent years, i.e. there are 3 levels of 
Nordoff-Robbins training...... Nordoff — Robbins,” 


There are more music therapy materials available in many new 
books and journals. The area of theory and research is 
expanding. We now have qualitative research as well as 
quantitative. There are more theoretical materials both 
indigenous and non-indigenous. 


eet mer ee tee 


127 Nordoff Robbins training See Nordoff P. and Robbinse 1977. Creative 
Music Therapy. New York, John Day and same authors, 1971. Therapy 
in music for handicapped Children, London Gollanz. 
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The American Association for Music Therapy model of training 
uses competencies (Bruscia, Hesser & Boxill, 1981)!”8 to guide entry 
level training. Entry level training programmes (bachelor’s degrees 
and equivalencies) are designed to offer beginning students a broad 
understanding of the field of music therapy. Students are 
encouraged to develop a basic understanding of established music 
therapy approaches and_ their application to different client 
populations. They are taught to assess clients, plan and carry out 
music therapy treatment, and evaluate this process. The student is 
encouraged to develop flexible musical skills that can be applied 
with a wide range of clinical populations. This training is intended 
to prepare the music therapist to enter the job market with a basic 
understanding of the profession. 


Currently, certification in music therapy in the U.S. is at the 
entry level. Training takes place at the bachelor's degree level or 
in an equivalency programme as part of MA. 

Development at New York University 

AREAS AND LEVELS OF PRACTICE 

The areas of Music therapy are: Music Medicine, Music in Special 
Education, Music in Psychotherapy, and Music in Healing. 
Humans represent a unique species as they are endowed with 





128 Bruscia, Hesser and Boxil, 1981. Bruscia, K, Hesser. B, and Boxil, E 
(1981). Essential competencies for the practice of Music Therapy. 
Music Therapy. 1, 43-49. (The A M T A) Professconal competencies are 
based on music therapy competencies authored for the former 
American Association for Music Therapy (AAMT) by Bruscia, K. E, 
Hesser, B, and Boxil. E. H. (1981). Essential Competencies for the 
practice Music therapy (Music Therapy 143-47). The former National 
Association for Music Therapy (NAMT) in turn adapted these 
competencies as the “NAMT Professional competencies” revised in 
1996. In its final report the Commision on Education and Clinical 
Training recommended the use of these competencies and this 
recommendation was approved by the AMTA Assembly of Delegates 
on November 1991). 
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thought, self-awareness, and free volition. How can we avoid 
allowing that others, by accessing our brainomes, may change 
our sense of ourselves, how we fit into the world, how we treat 
others, and how we decide between right and wrong? There are 
zillions of questions that still need to be answered from a 
scientific, medical, and forensic standpoint; and the ethical 
quandaries that will face our societies in the years to come. 
Translational researchers with clinical backgrounds are being 
actively sought in a number of specialities. Should ethicists with 
strong scientific and medical backgrounds be the next category 
of highly specialized professionals to be selected, trained, and 
called to action? 

Cosmic energy received by all living objects, all human 
beings is the same. This Maha advaita is the basis of all morality 
and all aesthetics in’? India. And the world peace and national 
integration depends upon the understanding of this truth. 


The ancient ragacikitsa uses the most beautiful and the most 
peaceful concept of spirituality for the awakening of all faculties 
in a human being (in plants and animals too) and for growth of 
the individual personality through collective 
archetypes/symbols as the most valuable spiritual experiences. 
Personality and spiritual experiences of a great rasika (musical 
genius /musician/sahrdaya) thus becomes worth exploring. 


TWO PERSPECTIVES ON MEANING IN MUSIC THERAPY 


In 1994, Mary Priestley published “Essays on Analytical Music 
Therapy.” In this, Priestley describes the model of music 
therapy that she has developed. From clinical examples she 
describes techniques and theoretical foundations of what came to 
be called Analytical Music Therapy, and discusses meaning and 


129 Nadabrahma, Brahmasiitra commentary Brahmasindhu, Dr. Suvarna 
Nalapat, D. C. Books, Kottayam 1. 


130 Mary Priestly 1994 pp. 158. 
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other major issues in music therapy. Priestley's model ‘is 
influenced by psychoanalytical theories, especially those of 
- Freud, Klein and Jung. It was initially developed in work with 
adult clients with mental health problems, but in later years was 
also adapted for work with children and other client populations. 


An Analytical Music Therapy session for an individual 
usually consists of several procedural phases. First, the client and 
therapist identify an issue through verbal discussion. After the 
roles of the two participants are defined, this issue serves as a 
title for a musical improvisation. During the improvisation the 
therapist plays the music while the client plays different 
percussion instruments. The improvisation is recorded on audio 
tape, to which therapist and client then listen together, discussing 
the feelings and thoughts that have arisen through the 
improvisation and through the ensuing listening experience. 

In such discussions, the therapist participates with some pre- 
defined ideas on the meaning of music. Priestley suggests that 
music and words belong to two separate languages, and that 
translation between these languages is difficult: "... and the 
interpreters are few and far between." Music therapist should 
make efforts to build bridges between these two languages. "The 
cathartic release of tension through the music, without the 
knowledge of what the feelings are about, gives temporary relief, 
but without understanding in words, the tension will mount again 
leading to the need for further relief..." (ibid p28). One of her main 
arguments as to why translation of musical meaning to verbal 
meaning is important in music therapy, then, is based on the view 
that feelings arising in the music must be brought to consciousness 
by verbal interpretation, in order to be integrated into the 
personality in the service of ego functioning (Priestley 1994). 

What exactly then are the properties of music as a language, 
according to Priestley? Her perspective is not easy to detect, 
because many of her writing is focused on vignettes and case 
studies, and not on theoretical discussion. Her perspective is 
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tone for his book “Music for Life: Aspects of Creative Music 
Therapy with Adult Clients.” Ansdell is trained in the Nordoff- 
Robbins tradition, another major improvisational model of 
music therapy (Nordoff & Robbins 1977)(”* This model or 
"approach" was originally developed for clinical work with 
children with developmental, neurological and psychological 
problems, but over the past two decades, has also been adapted 
for work with adult clients. 


_teferential” Therapist and client create music together withovt 
giving titles and without discussing the music. This, of course, 
_ clients, whose verbal means of expression is extremely limited 
or non-existent. Ansdell extends this practice to music therapy 
~ with verbal adult clients. Sceptical of "non musical theories,” he 
argues that music therapists should not base their work so 
much on clinical theories from psychology and psychiatry, but 


should develop their own theories, taking insights from 
musicology more into consideration. 


Building on the musicology of Victor Zuckerkand and 
others, Ansdell (1995, p5) states that "Creative music therapy 
works the way music itself works." When discussing meaning 
in music, Ansdell says: "By musical meaning I do not suggest 
that the music represents anything else that can be put into 
words, images or even feelings. I mean that it is meaningful, 
that it makes sense in itself - that it connects together two 
minds, two bodies in the same experience” (ibid p13). Ansdell 
clarifies this perspective by contrasting it with Priestley's 
“Analytical Music Therapy:” "Here the attitude is unashamedly 





book on the Spirituality of Music, Nalapat Books 2003. Dr. Suvarna 
Nalapat. 


132.Nordoff Robbins, C. 1997 Creative Music Therapy, New York, John 
Day. 
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summarized as music is the language of feelings, and it expresses 
what is too subtle, embarrassing or unconscious to be expressed 
in words. The underlying idea is that through the process of 
therapy it should be possible to express in words more and more 
of the content of the music. At some levels Priestley considered 
that music denotes specific meanings which can be verbalised. 
For instance, she talks about meaning in music therapy 
connected to the psychosexual development of the client: "In 
music therapy, the power struggle of the anal phase is usually 
experienced on the drums, often with quite sadistic fantasies of 
killing or crushing or breaking into pieces; or it can take a 
urethral aspect and be flooding, poisoning or overwhelming in 
rapid music that is prolonged unless it breaks off sharply in fear." 
(ibid p158). 

The passage continues: "It must not be taken that all 
glissandi indicate that the patient is at the oral stage or all 
drumming indicates anal phase activity. Just as for an eskimo 
there are many words for snow, for the music therapist there are 
many shades of expression in a musical sound." Exactly how and 
why we should interpret the music differently is not very clear in 
Priestley's text. She argues that the counter transference of the 
therapist is essential in the process of interpreting the music. 
Priestley's suggestions and modifications merit close 
examination. In Priestley's view, there is pre-referential and 
referential meaning in the music. The prereferential meaning is 
given in the titles before the improvisations; the referential 
meaning evolves in the verbal interpretations of the music, client 
and therapist asking questions such as: "What feeling, thought or 
image does this music represent?" 

"Music does not represent life: it is life," Charles Ives once 
said. Gary Ansdell (1995)"% borrows these words to set the 


131 Ansdell. G; Music for Life, Aspects of Creative Music Therapy with 
Adult Clients, Jessica Kingsley, London. Also, Without a Stumble, A 
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that the purely musical element can and should be talked about 
and that the improvisations are representations of thoughts, 
feelings and images from the client's inner world" (ibid p174). 


The problem highlighted by Ansdell is that music is not a 
language with the capacity to denote specific meanings. He is 
concerned about the problem of talking about music. In 
musicology, this is often referred to as "Seeger's dilemma." 
Ansdell writes: "It concerns how we reconcile what he called 
‘speech knowledge’ which is about music (but extrinsic to its 
process), with 'music knowledge’ which is within music (and 
intrinsic to it) - the intuitive and wordless thinking that goes on 
as part of our playing or listening to music..." (ibid p171). A 
major point for Ansdell is the difference between words and 
music. He states: 'Words always point to something beyond 
themselves - their whole raison d'etre is to refer to things. In 
contrast, music, rather than ‘having a meaning,’ becomes 
meaningful as one or more people build a structure of rhythms, 
melodies and harmonies within an overall form. We 
communicate with words to convey our meaning, whereas we 
improvise music to find something meaningful between us..." 
(ibid p26). 

In summary, we could say that Priestley's perspective on 
the meaning of music seems to be close to what is traditionally 
called a referentialist position: music refers to something else; 
in therapy it refers to emotions and unconscious content. 
Ansdell is closer to the absolutist position, where music refers 
to nothing but itself. Concomitant with these different 
perspectives are differences in opinion on the role of verbal 
discussion in music therapy. While Priestley argues that verbal 
discussions are an essential and necessary element of music 
therapy, Ansdell sees the possibility of therapy in music, 
without any verbal discussions. The differences between these 
perspectives are of both musicological and clinical interest; the 
ethical analysis of risk. 
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The declaration of Helsinki states that every biomedical 
research project involving human subjects should be preceded by 
a careful assessment of predictable risk in comparison with the 
foreseeable benefits to the subjects or to others. In any research 
on human beings each potential subject must be adequately 
informed. The physician should then obtain the subject's freely 
given informed consent, preferably in writing. 


DIFFERENT TYPES OF RESEARCHES 


Research is not a unitary activity. It varies as to contexts and 
goals. Some researches are designed to invent new concepts and 
organise information into knowledge of a generalised nature. 
Other types are aimed at modifying existing practises or 
changing the state of previous knowledge. Finally, some research 
is conducted in the expectation that it will transform those who 
practice it, or the institutions or societies in which they work or 
live so as to enrich culture and provide new insights to those 
engaged in the construction of culture. For the outcome of these 
three types of research, the terms invention, innovation, and 
transformation are used respectively. It may be said that 
invention is akin to basic fundamental research, innovation is 
related to applied research and transformation is a byproduct of 
research itself, transforming people, institutions and societies 
explicitly and implicitly. Invention and innovation are the terms 
that capture the full dimension of the distinction between science 
and technology without applying any hierarchy of importance 
(page 136 ibid).° | 

From these quotations, it is mandatory that we should think 
about the sustainable methods for our growing nation, the least 
risky methods for the nation and for the human race. The way of 
the universal language of music is the best one through which we 
can bring about the cooperation, love and understanding 


133 Ibid page 136. 
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between nations, religions, and individuals for Sustaining peace 
on the world. Hence, my research on Ragacikitsa is having a wider 
aim of bringing out the best in all individuals irrespective of 
caste, creed or nationality or sex differences and thereby used as 
a powerful tool for world peace. This message of universal love 
and brotherhood is also a tribute to my manasa guru, 
Padmabhiishan Dr KJ. Yesudas, who is a divine singer with a 
d voice and a world vision of universal love and peace. 


How the consciousness and Ssuperconsciousness of human 
beings can be evoked by Ragas, how two people working as 
therapist and patient, as teacher and student, or simply as two 
individuals interested in the same discipline (as two musicians, 
two rasikas, etc. can alter the co iousness of both to a higher 
plane for the benefit of humanity is the ultimate aim of this 
study. This sort of research is not very common in India, and 
among Indian musicologists. What I am trying to do is to study 
the social psychology of people interested in music, and how 
different people behave differently ina given musical situation. 

Application of my research is in schools with children having 
learning difficulties, in children having normal learning faculties, in 
patient-doctor relationships, in interpersonal, intrapersonal 
relationships of members of society for the upliftment of the entire 
social structure. The false self of the individuals (their image) and 
the true self are explored and the most precious and noble thoughts 
in each individual is brought out by my method. The journey into 
the mind of a musician brings to you wisdom which is 
unfathomable, according to Howard Gardner, who coined the idea 


branch of the science and art of music, to musicians and 
musicologists and philosophers, educationists, researchers and to 
the patients and children of India and the world over. 
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An important factor I would like to point out from my 
experience is that each individual has to be assessed individually 
before giving a raga. Instead of giving a general rule that such a 
raga will cure such and such diseases, we will have to personally 
assess each patient separately and decide which raga will suit 
him/her best. The habit of singing only the popular ragas and 
saying that people like only that is the reason for the 
deterioration of our classical music. How can we say that a rasika 
will not relish a new or a rare raga without ever singing it for 
his/her hearing? The first and formost responsibility of the 
musician is to learn, and sing the rare ragas and find out by 
himself/herself whether there are rasikas for it and what effect it 
causes on individual rasikas. Only then we can contribute our 
share to the traditional system of music and enrich it for the 
coming generations. 


In the west, music therapy is used for occupational and 
motor speech disorders, adult rehabilitation, as a preanesthetic, 
during treadmill, in diabetes, arthritis, alzheimer's disease, in 
cancer patients and others. Music therapist helps the patient to 
express themselves through music. Either recorded or live music 
can be used for relaxation and pain reduction. Through 
interpersonal and intrapersonal communication the therapist 
_ improves the quality of life of the patient. Stimulating the 
memory, facilitating realisation, increasing self-expression, music 
develop a positive trusting dynamic where patients are 
encouraged to explore new ways of self-expression and 
experience self-acceptance through positive feedback. 


Group therapy as bhajans in temples does not use the 
individual attention to each person. In individual therapy 
sessions, each individual is separately assessed and it involves 
greater planning and is time consuming. A strong trusting 
relationship between the music therapist and the patient is 
essential for this. Both individual and group therapy are 
combined to get 100% results. 
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personal experiences to testify the truth in this statement. All \ 
forms of vocal music—singing, chanting, humming, reciting, 
even simple loving words spoken by a person, is therapeutic. The 
reverse also is true. Harsh cruel words make one ill. Toning or 
making sounds with elongated vowels for extended periods of 
time, regularly for just 5 minutes a day make one relaxed, 
fearless, free from pain, and emotion. One can try doing it before 
a test, if there is tinnitus or headache (migraine) insomnia, etc. 
and assess the effect oneself. Toning balances brain waves, 
deepens breath, reduces heartrate, imparts general sense of well 
being. Thus, sound waves have effects on body, mind and 
intellect. Toning with OM for a minimum of two weeks regularly, 
preferably in the Brahmamuharta, with the background of a 
tambura gives a positive increase in memory and well being. 
Listening to classical music stimulates the temporal lobe of the 
brain and give peace and ecstacy simultaneously. It gives more 
concentration power and increases one's efficiency at workplace. 
Listening to music activates symmetry operations associated 
with higher brain functions so that a regular music listener 
becomes an intellectual. 


On the other hand, the heavy metal music, lyrics of hate and 
despair are destructive to brain cells. What the children hear may 
destroy them permanently. Therefore, teach them to love 
melodious classical raga music while they are still young. In 
Mozart effect, the theta wave activity of the brain increases but in 
the heavy metallic music and western pop etc. the opposite effect 
was seen by western researchers. We in India have a rich 
traditional raga system and yet we are trying to cater to the 
western pop and jazz thereby harming our next generation. 


All of us begin our life as musical infants enjoying the 
layayoga of the maternal rhythm of heartbeat and her loving 
crooning of lullaby. The stressful and strenuous life makes us 
forget this experience of bliss. Music therapy brings back this 
loving tender care of the mother nature back to the people who 
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Music therapy support groups for children, and for the 
relatives of patients also is useful. The former for personality 
development of the new generation of citizens, the latter for 
relieving the stressful experience of having a beloved one at 
home/or in the hospital. Techniques of music relaxation and 
stress reduction have to be provided in a confidential 
environment. If both the patient and the caregiver attend the 
session together it will enhance the communication between 
them and give them relaxation. 


























Processing of musical information by the brain is very 
complex. Music affects our neurological, physiological, and 
motor responses. The left brain and right brain has a division of 
labour in musical activity. Left brain is for general musical ability, 
rception and production of speech, perception and rhythm of 
rosody, lyrics, temporal sequences of reading ability. Right brain 
processes the pitch, control sound intensity, voice modulations, 
identify musical chords, melody perceptions, etc. Actual singing, 
visual pattern recognitions, auditory pattern recognitions 
expressive rhythmic and melodic behaviour are taking place in 
the right brain centres. Therefore, excessive stimulation of music 
centres in the right brain can cause stimulation of the visual 
centres also and if one does not close the eyes during excessive 
musical stimulation, the right eye may loose its vision by the 
action on the overlapping visual centre. Nature gives us the habit 
of closing our eyes while we listen to a melodious piece of music 
because of this. 


Music as a science decreases the basal metabolic rate, 
respiratory rate, blood pressure, anxiety and tension, is 
antidepressant, reduce pain by increasing the secretion of 
endorphin from the nerve cells. As an art it gives the greatest and 
the finest aesthetic (and anaesthetic) effect relieving all the pains 
this life has imposed upon us. Therefore, it is called sammohana 
(means anaesthetic). Human voice is powerful. Don Campbell 
says you can use voice to enhance mood and memory. I have 
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